Out of the ruins - Australian sites, inspirited landscapes and the social sacred by Morris, Louise
  
 
 
 
 
 
 
 
OUT OF THE RUINS 
Australian Sites, Inspirited Landscapes and the 
Social Sacred 
 
 
 
by 
 
 
Louise Morris 
BCA (Hons), M.Animat.(Cross- Mod.Perform.) 
 
 
 
 
Submitted in fulfilment of the requirements for the degree of 
 
Doctor of Philosophy 
 
 
 
 
 
 
 
 
 
 
Deakin University 
October, 2017 
 
 
 


4  
ABSTRACT 
Out of the Ruins is a practice-led PhD that interrogates the concept of inspirited 
landscapes in an Australian context. Inspirited refers to the spirit of a site that may be 
enlivened by invoking the memories and histories that lay embedded in its layers, 
allowing visitors to reconsider their own agency in relation to the active materiality of 
their surrounds.  
Through a combination of creative arts practices, the PhD maps the creation of two 
site-specific projects to create what Jill Bennett would call ‘affective encounters’ to 
demonstrate how historical affect and cultural memory flow through bodies, singular 
subjects and the places that are made transactive by the newly activated relationships. 
The research project also addresses particular acts of attention that invite visitors to 
look outwards rather than inwards: from the body to the site and from the site to the 
culture, context and history. The research positions site-specific art practice as a form 
of material philosophy concerned with what could be perceived as a revitalisation of 
the social sacred. In particular, the ‘sanctification’ of social life that consists of a 
revaluing of the importance of ‘live and emplaced’ intra-action and a 
reading/perceiving/feeling the ‘affects’ of community as deeply integral to the human 
subject. 
This PhD project consists of creative practice and an exegesis. The larger question of 
the creative research is interrogating how I make a bridge as an artist to the culture – 
and as the person to the pre-individual field of affects that have been mapped on each 
site. How we can/can we begin to learn to ‘walk softly’ and listen to what we walk upon?  
The creative practice has been developed through two creative works developed on 
two sites that share a reflective history and affective experience. The first work created 
and installed in 2014, was Anthology, a journey through Stirling Park in the ACT 
produced in collaboration with local artists to resurface the layers of history and story 
in the Westlake site. The major submission and contribution to new knowledge was 
TIDE, a site-specific work that addressed the way in which Australian cultural memory 
is circulated and repressed though affective understandings of location. The site for 
TIDE, (Royal Park, Melbourne) was mapped as an affective field in which its historical 
points of connection were activated and distilled through installation.  
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The conceptual and processual terrains of this creative practice will be explored and 
developed in detail in this exegesis, in relation to the key theorists and practitioners 
who address ways to position processes of research, practices and social engagement 
through material aspects of site and specific modes of post-traumatic engagement in 
art, theatre, performance and philosophy. 
This project aims to produce new knowledge concerned with the ways in which 
historical narratives, individual or psychological affects in a particular place cannot be 
separated from a pre-individual field of affects. If the affective field is viewed as a net 
of connections, when we create trauma in one section of the net it will impact upon the 
whole. The PhD deploys modes of creative engagement designed to draw attention to 
the way affects imprint upon the social/cultural space in a given site. The project builds 
upon my previous research on trauma’s mark on the body, and contributions to an 
understanding of how trauma also marks the land. In this way, my creative practice 
attempts to demonstrate how two specific parklands (where a community continues to 
fight to protect an apparent terra nullius from development) reflect Australian cultural 
memory, a shared and remembered history, but are deeply revealing of the lived reality 
of what we think we know, and our amnesia: what is forgotten, ignored or silenced.  
My central claim is that the Australian landscape is inspirited with all that has been, 
and replete with beings and becomings. In this project, I demonstrate how site-specific 
creative practice can open our awareness and provide modes of engagement and 
potentially, modes of access, to the irrepressible land and the materiality of history. 
The aim is to retune our perception of the agency and liveliness of all matter. Creative 
action in situ can begin to foster deeper connections between the sacred and the social 
as we share knowledges about each other and place, and in doing so, reawaken the 
sacred in relation to the deep ecological mesh, the human-non-human community to 
which we all belong.  
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The Origins of the Research Project 
 
 
 Here is your instruction. Collapse without falling apart. 
        Margaret Cameron 
 
 
Late 2009. The collective stands in readiness, staring up at the drive-in cinema screen 
we have just finished constructing, and my mind is confused by the paradoxical 
instruction our dramaturg, Margaret Cameron, has given us. What on earth does she 
mean? She asks us for something that is physically impossible. Surely, if we are to 
collapse, our bodies will end up falling down, be apart, destroyed, be-in-ruin. I try not 
to overthink her directive and attempt to embody her words, imagining my skin as a 
tough, impenetrable membrane holding my collapsed interior off the ground.  
Standing alone in the communal presence of my collaborators, I couldn’t begin to 
imagine what she meant. We all stood willing, separate, staring at the screen, an 
assemblage of discarded boat sails, internally collapsing, a-part, yet together. The 
ghost of Cameron’s provocation has bothered me for some time and is articulated here 
as a way to begin to grasp what she was trying to tell us. The etymological origin of 
collapse, ‘collapsus’; the past participle of ‘collabi’, is translated as ‘fall together’. The 
Newtonian, gravitational principle that objects fall toward each other implies that ‘falling 
together’ is inherent in a state of collapse. Is this what Cameron was referring to? Given 
the artistic community now has to go on without her enigmatic presence, due to her 
untimely passing, it may forever remain an impossible and abstract provocation but, in 
retrospect, I like to think of it as a lasting gift, a twinkle in the eye, opening of a door, a 
way through our collective trauma, a falling into place – a becoming.  
The Red Cabbage Collective created a site-responsive performance work entitled 
Collapse at the partially ruined historical Seaworks site in Williamstown, Victoria in 
November 2009. It is important to begin the exegesis with a brief interrogation of this 
work, for it was through its creation, on this particular site, that the seeds of this 
practice-led PhD were planted. Indeed, the specific affects and materialities of this very 
site eventually revealed themselves as the specular harbinger of my major practice-
led contribution TIDE at Royal Park in Parkville, Victoria.   
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CHAPTER 1 
Introduction and Overview 
 
In Ruins… Falling apart  
The larger context and historical moment in which this project takes place is one of 
great upheaval, displacement, and harbours within itself an imminent threat of socio-
political and environmental collapse. Warnings of the ‘collapse’ of civilization are often 
seen to be alarmist, more suited to the rantings of on-line survivalist bloggers than to 
serious scientific or philosophical inquiry. A recent NASA funded study attempts to 
make sense of compelling data showing  
That the process of rise-and-collapse is a recurrent cycle found throughout 
history...the fall of the Roman Empire, and the equally (if not more) advanced 
Han, Mauryan, and Gupta Empires, as well as so many advanced 
Mesopotamian Empires, are all testimony to the fact that advanced, 
sophisticated, complex and creative civilizations can be both fragile and 
impermanent.1  
The NASA funded study goes on to identify the factors (driven by the social features 
of overconsumption and economic stratification) that determine the risk of collapse 
today, ‘namely, population, climate, water, agriculture and energy’.2 The Earth is 
undoubtedly experiencing fundamental epochal change driven by human activity. A full 
interrogation of exactly how human and environmental collapse is occurring is far 
beyond the scope of this project but, it’s threat warrants a mention. Taking an 
ecological perspective, if the current and complete collapse of bee colonies is viewed 
as the canary in the coal mine, our civilization may have very well reached its tipping 
point. Environmental and socio-economic collapse has now moved out of the symbolic 
trauma we consumed via blockbuster disaster films and into our new lived reality.  
Nevertheless, as Baz Kershaw so eloquently outlines, this concept of ‘collapse’ 
appears to be the ‘elephant in the room’ for our species manifested through widespread 
                                            
1 N. Ahmed, ‘NASA funded study: industrial civilization headed for ‘irreversible collapse?’ The Guardian 
<http://www.theguardian.com/environment/earth-insight/2014/mar/14/nasa-civilisation-irreversible-
collapse-study-scientists> accessed 16 June 2013. 
2 ibid. 
16  
denial and ‘twenty-first century Narcissus syndrome’ and ‘a generally unrecognised 
compulsion to mis-perform ecologically’.3 If this denial and mis-performance continues, 
total collapse, indeed, remains as imminent as it is real.  
As the cracks appear and the ground begins to gives way, ecological thinking is 
returning and forcefully erupting in the present moment; whether we name it the net or 
the ‘mesh’, deep ecology or ‘dark ecology’, it appears many thinkers are getting on 
board, and fast. But what is to be done?  
The Red Cabbage Collapse project, was designed to mark the post-traumatic4 moment 
and attempted to manifest and represent the lived reality of a human community post-
collapse. Central to the aesthetic intention of Collapse was the desire to avoid abject 
and horrific veils, common to the cannon of post-apocalyptic melodramas, and 
concentrate the making in relationship to awe and hope through site-relational 
performance. The image of a small community digging through the ruins at the end of 
time trying to create a memorial to the lost humanity spoke more powerfully than the 
desensitizing use of abject images of torture, rape and cannibalism.  
Within Collapse, several installations were devised and activated throughout the 
performance. These included, a drive-in cinema at the end of time, a boat shed filled 
with seasonal yellow weeds, a morgue with hanging lanterns made from dresses of 
the dead,5 an alchemist or film-maker in his dark room, mining the depths of the bay 
waters for remnants of a lost world, and the community smashing apart their only 
                                            
3 B. Kershaw, ‘This is the way the world ends, not…?’ On performance compulsion and climate change 
in Performance Research 17:4, Routledge, 2012, pp. 5-8. He goes on to question ‘Why on Earth should 
Homo sapiens become hell-bent on creating its own extinction event?’ See also B. Kershaw, ‘Curiosity 
or Contempt: On Spectacle, the Human and Activism’, Theatre Journal, vol. 55, no 4, Theatre and 
Activism, 2003, pp. 591-611. 
4 See K. Farrell, Post-traumatic culture: injury and interpretation in the nineties, John Hopkins University 
Press, Baltimore and London, 1998 and E. A. Kaplan, Trauma Culture: The politics of terror and loss in 
media and literature, Rutgers University Press, New Brunswick, New Jersey and London, 2005. Both 
authors detail how trauma functions psycho-culturally. Farrell insisted that the great catastrophes of the 
20th century created an aftershock or a ‘post-traumatic mood’ towards the end of last century, where the 
principle modes of coping with traumatic stress evident as interpretation of the injury (adaptation, 
numbing and berserking) were not ‘self-contained’ but also evident in dominant cultural modes of 
production pp. 2-13. E. A Kaplin’s study charts the intergenerational impacts of trauma, not just on 
individuals but on cultures and nations.  
5 The creation of this installation in Melbourne’s first morgue using hanging dress lanterns to represent 
‘ghosts’ of the dead in the space became the catalyst for my fascination with ‘inspirited landscape’ as a 
focus of this PhD (this is fully defined in Chapter 1 and explored in detail throughout each practice led 
iteration of the research).  
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symbol of hope, the boat. These activations were attempts to manifest troubling sites 
of memory; to evoke a traumatic temporal experience for the viewer. Were they 
witnessing an arrival or a departure, a beginning or an end?6 Collapse chose to expose 
the affective impacts of trauma that lingered in the site, through the aesthetic 
conventions of the ‘traumatic sublime’,7 the development and the implications of which 
have led to the PhD project: Out of the Ruins… 
Maria Tumarkin has stated that ‘ruins do not lie’,8 convinced by Walter Benjamin’s 
notion ‘that ruination leads to illumination. The truth of an object is revealed in its 
afterlife, in its categorical proximity to oblivion’.9 The notion of the ‘ruin’ has held an 
important place in the critique of Western culture, particularly within a European 
context.10 The focus upon the ruin and its peculiar revelatory function in exposing what 
is hidden or repressed, was the core fascination of the Collapse project, which set up 
and continued to inform the development of this PhD project. A ruin can be considered 
to be, ‘the ultimate striptease performed by architecture, which reveals the meanings 
held by the material world we have created and the depth of our connection with it’.11 
The use of the specific phrase Out of the Ruins is both personal and cultural. It signals 
a locational shift; from working within sites with a visible history in the form of ruined or 
                                            
6 These descriptions of the installations and the notion of the traumatic sublime was also discussed in 
L. Morris, ‘COLLAPSE: transcendence and transgression in the creation of space-specific visual 
performance’, Conference Paper presented at Transcultural. Transnational. Transformation: seeing, 
writing and reading performance across cultures: Australasian Association for Theatre, Drama and 
Performance Studies Annual Conference, [ADSA], Melbourne, Vic, 2011. 
7 Understandings of the ‘traumatic sublime’ have been drawn from my reading of Kimberly Segall in my 
Masters research. See L. Morris, The spectre of grief...visualising ontological terror in performance, 
Master of Animateuring thesis, VCA School of Drama, The University of Melbourne, 2007, pp. 18-20. 
Kimberly Segall who first coined the term ‘traumatic sublime’ in 2005 explores the psychological 
experiences of elevation of self through the classical sublime and temporary loss of self through the 
gothic sublime, before arguing that there is a third experience, a fracture of self which occurs in the 
‘traumatic sublime’. Her analysis is focused on a particular sublimity found in post-colonial literature 
where a memory of trauma is displaced, fractured and repeated. She states ‘the traumatic sublime is a 
troubling sensation that occurs when a painful event of the past is changed into an unsettlingly beautiful 
image and shifts the gaze from self to other’. This shifting of the gaze from ‘self to other’, from the actual 
to the symbolic, the void to the veil was central to my understandings of post-traumatic culture and 
aesthetic experience at the turn of the millennium. See K. Segall, Pursuing Ghosts: The Traumatic 
Sublime in J. M. Coestzee’s “Disgrace”, Seattle Pacific University, The Indiana University Press, 2005, 
p. 42. 
8 M. Tumarkin, Traumascapes. The power and fate of places transformed by tragedy, Melbourne 
University Press, Carlton, Victoria, 2005, p. 190.  
9 ibid. 
10 See W. Benjamin, Illuminations. Vol. 241. No. 2. Random House Digital, Inc., 1968; C. Rosen, ‘The 
Ruins of Walter Benjamin.’ On Walter Benjamin: Critical Essays and Recollections, 1988, pp. 129-75. 
N. Stead, ‘The value of ruins: Allegories of destruction in Benjamin and Speer.’ Form/Work: An 
interdisciplinary journal of the built environment, 6. 2003, pp. 51-64. 
11 Op. cit p.190.  
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abandoned buildings such as the Old Port of Melbourne to working within Australian 
sites with no visible signs of ruination such as Royal Park Melbourne. Culturally, there 
is a post-colonial imperative in thinking Out of the Ruins in Australia where empty or 
vacant sites provide a revelatory function in relation to what has been erased, forgotten 
or deliberately ignored. 
Out of the Ruins… Falling together  
The manner in which Collapse appeared to manifest the collapsing of past and future 
time into the present moment of live performance was a form of conjuring – the making 
perceptible of a community falling together, in this ruined place. Upon reflection, this 
realisation compelled me to ask a larger question about pathways of post-traumatic 
regeneration and set me on a path to interrogate, analyse and produce the conditions 
that would be up to the task of addressing the social sacred.  
What I am fundamentally referring to, by combining the terms ‘social’ and ‘sacred’, is 
a striving toward the potential reification of social life, rather than drawing upon 
established theological or religious doctrines. Essentially the social sacred refers to a 
revaluing ‘live and emplaced’12 social interaction and a reading of the ‘affects’ of 
community as deeply integral to the human subject. It is essential, therefore, that the 
PhD project is understood to operate as practice-led artistic research anchored in site-
based inquiry. At its core, the project emphasises processes that are live, social and 
emplaced.  
By embracing and understanding the ruin (the main theme of my MA explored further 
in the making of Collapse), I attuned my perception and aligned my perspective 
towards the plant that reaches through the concrete. That is to say, the irrepressible 
land, the site and the materiality of history whose voice becomes more audible through 
the site-based practice, and therefore constitutes what must be foregrounded in this 
project.  
                                            
12 To put into place: located in a specific place Early 19th century: from French, from em- ‘in’ + place ‘a 
place’ https://en.oxforddictionaries.com/definition/emplacement. 
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This research is concerned with what I propose as a return to the social sacred through 
artistic practice, that moves out of the ruins, determined to expose immanence13 
through affect, participatory action and vital materialism. Kershaw has suggested14 that 
we are now required to imagine new ‘simple but profound’ connectivity’s between 
Homo sapiens and other species, other communities and the earth they exist upon 
through performative acts. Feminist physicist Karen Barad, furthers the assertion of 
Niels Bohr, stating that ‘we are a part of that nature that we seek to understand’.15 This 
proposes a radical rethinking of Cartesian binaries, our ingrained reliance upon cause 
and effect, the distinction between subject and object, as well as our understanding of 
individual agency through her epistemological-ontological-ethical framework of 
‘agential realism’. Central to this framework and most relevant to this project is her 
notion of ‘intra-action’ or the ‘mutual constitution of entangled agencies’.16 Barad 
argues that when two bodies (human or nonhuman) encounter one another, their 
agency (or the ability to act) emerges from within the relationship, not outside of it. In 
other words, agency does not pre-exist separately, but emerges from relationships in 
intra-action. This constellation of concepts indicates a trend in an inclusive, ethical and 
existential commitment to our engagements and, provides a compass guiding the 
ethos of this project.  
Barad’s ethical stance demonstrates how phenomena is made and unmade through 
intra-actions, in turn, revealing how differences are constructed or reconfigured. These 
understandings make it impossible to deflect responsibility for the discourses and 
materials that arise from the intra-action by asserting our independence from them. We 
constantly intra-act in a co-constitutive manner, and our actions, our doing and being, 
emerges from our relationships with other bodies. These assertions are echoed by 
Jane Bennett’s vital materialism, in which the environment is both inside and outside 
                                            
13 The pure plane of immanence is a founding concept in Deleuzian metaphysics. See G. Deleuze, 
‘Immanence: A Life...’, Theory, Culture & Society, vol. 14, no. 2, 1997, pp. 3-7. Immanence is most 
commonly taken to mean the divine as manifested in the material world or immanence as the relative 
opposite to transcendence. For Deleuze, immanence was not a mystical idea of life rather A life itself, 
present in all things. 
14 B. Kershaw, ‘We are such things as…’ Keynote address at ADSA Restoring Balance, Victoria and 
Massey Universities, Wellington, NZ, 27th June 2014.  
15 K. M. Barad, Meeting the universe halfway: quantum physics and the entanglement of matter and 
meaning, Duke University Press, Durham, 2007, p. 26. Italics in original. 
16 ibid., p. 32. 
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of us.17 If our own agency arises from our intra-active encounters with the other agential 
materialities that surround us, then we are deeply enmeshed together and it is our 
ethical responsibility as artists to reimagine and reconstitute the intra-actions between 
our own bodies and the bodies around us. I do not hesitate to add that, since we are 
already in a state of collapse, our very survival as a species and the survival of the vast 
ecological web within which we intra-act, now rests on our ability to understand the 
true meaning of Cameron’s puzzle. Reimagining our collapsing, our ‘falling together’, 
our movement Out of the Ruins is dependent upon coming to an understanding that 
such material entanglements generate our very ability to act.  
                                            
17 J. Bennett, Vibrant Matter: A Political Ecology of Things, Duke University Press, Durham and London, 
2010, p. 113.  
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Figure 1.1. First Port of Call: TIDE Installation no. 7 2017. Photo: Matthew Scott. 
 
‘We shall not cease from exploration 
And the end of all our exploring 
Will be to arrive where we started 
And know the place for the first time’ 
T. S. Eliot, Little Gidding (No. 4 of Four Quartets)18 
  
                                            
18 Elliot, T.S., Four Quartets <http://www.tristan.icom43.net/quartets/gidding.html> accessed 03 
February 2013. 
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Research Focus  
Having identified a return to the social sacred through artistic practice as a way to 
approach Australian sites of historical erasure that emerge Out of the Ruins, it is 
important to define and discuss two additional key terms in this section: Inspirited and 
Landscape. Viewed as a relational whole, these four terms (social sacred, ruins, 
inspirited and landscape) set up an ecology of key concepts that allow a more complex 
discussion of Australian history and our collective attunement to sites through theatre 
and visual art practices. In addition, the methods I have selected  (Immersing, 
Resurfacing and Materialising as defined in Chapter 2) activate the processes of 
attunement and connectivity. This collection of terms must be seen as an ecology 
where the terms do not exist in isolation, rather they supplement each other.  This 
complex system of inter- and intra-relationships and their entanglements situates the 
whole project which is driven by the notion that Australian land is ‘inspirited’. 
Imagine for a moment that Auschwitz (as the most obvious 20th Century post-traumatic 
example) has been returned to an open field. There is ‘nothing’ there. Just a patch of 
earth, grass and stones, no structures, no signage, no monuments, no ‘dark tourism’ 
no ‘selfies’, no remnants left behind of the traumatic history that covers the land and 
very few left to tell what is remembered.  
If you walked across this ‘empty’ field would you feel something there? Does the 
materiality of that site hold living memories? Do these specific memories leave traces 
in the landscape? For how long and in what ways are human actions held by the 
materiality of place?  
If landscapes are inspirited (as I propose they are) can we as artists access this 
‘inspiritment’ through attuning and amplifying and re-composing the affective field of a 
site and provide, through our making, opportunities for others to experience the 
resonances and re-enlivened affects as well? My project explores approaches to this 
question by producing site-specific creative engagements that may ignite new 
interconnectivities, allowing communities to fall into place. In order to begin to 
interrogate the complexities inherent in the framing of the research question, I will first 
define the concept central to the investigation—the proposition of ‘inspirited 
landscapes’. 
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Inspirited Landscapes 
The term, ‘inspirited landscape’, was first coined by Peter Read who explored the 
notion of ‘inspirited’ place and landscape in an Australian context. He argued that the 
parallel lines of time present and time past are inscribed on the Australian landscape 
in a manner that ‘haunts’ us, and affects our shared understanding of emplacement 
and displacement in contemporary Australia.19 My project explores these affects of 
emplacement and displacement by asking difficult questions of our established 
(specifically Western) frames of analysis; the kind of questions that have been too often 
usurped by new age spiritualism, and as a result, tend to be dismissed outright. 
Nevertheless, my research has taken seriously Felix Guattari’s call to return to ‘archaic 
thought’ grounded in materiality as the only antidote to late capitalism,20 the 
devastation of the ecosystem and complete socio-economic collapse. The exploration 
of the phenomena of ‘inspirited landscapes’ that I describe in this exegesis is not 
aligned with any specific religious or spiritual worldview. I also acknowledge that the 
area of the ‘spirit’ is contentious and challenges the inwardly focused, modern secular 
notions of subjectivity, but it is a challenge that is urgent and necessary.  
Dewsbury and Cloke21 outline a convincing position grounded in ‘existence, 
performance and immanence’ in order to begin an inquiry into ‘spiritual landscapes’. 
They state, ‘how even for the most skeptical, the spiritual can suggest a performative 
presencing of some sense of spirit.’22 This notion draws upon ideas based in the 
phenomenological traditions of landscape-studies in cultural geography. Two of their 
claims provide a key to the positioning of my PhD research: 
1. People seek aesthetic and affective connections with their surrounding 
environments, and while there is nothing inherently ‘spiritual’ about the unique 
manifestation of such subjective practices, it can be argued that ‘spiritual’ 
                                            
19 P. Read, Haunted Earth, University of New South Wales, Sydney, 2003.  
20 A. Melitopoulos & M. Lazzarato, ‘Machinic Animism’, Deleuze Studies, vol. 6, no. 2, 2012, p. 245. 
21 J. D. Dewsbury & P. Cloke, ‘Spiritual Landscapes: existence, performance and immanence’, Social 
and Cultural Geography, vol. 10, no. 6, 2009, pp. 695-698. See also D. Goosen, ‘Radical Immanence: 
An Anomaly in the History of Ideas’, Currents of Encounter, vol. 32, Rodopi Editions, 2011, pp. 48-60. 
22 ibid., p. 696. 
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practices ‘whether or not they are perceived or fictional, can often be 
recognised as enhancing people’s lives.’23 
2. A belief in (or openness to) notions of the spiritual means that ‘certain things 
happen that would not occur otherwise; certain affects are produced that make 
people experience very real and specific feelings. Certain performances and 
(architecting of space) produce actual bodily dispositions, leaving marks in the 
landscape of existence, and affective memories, or traces, within the body’.24 
I consider the notion of ‘inspirited landscapes’ to be a call to action, an activity implicit 
in its acknowledgement. Inspirit is a verb; active, and immediate. This is a simple yet 
important consideration. To mention the term ‘spirit’ at all tends to conjure all sorts of 
manifestations existing within undefinable and questionable realms of the ghostly and 
otherworldly. This misconception is false. If we untie and release the term, to inspirit or 
to be inspirited,25 it signifies an activity, for instance breath (from its etymological 
origin). The term contains within the breath it requires to say it, a call to engagement 
with the here and now. In this sense, it represents the first step toward a vital shift in 
our congealed Cartesian tendencies that define the world and our place within it. 
Inspiritment, when it is released from its transcendent incarceration, can make 
immanent and accessible, ‘the presentness of the past’.26 
Landscape, the second part of the compound term is a starting point for mediating 
between abstraction and materiality. ‘In the Middle Ages, the term Landschaft was 
described as a collection of dwellings within an area of cultivated land surrounded by 
unknown and unknowable wilderness’.27 Within philosophical, cultural and artistic 
                                            
23 ibid., p. 696. Note a recent surge in pilgrimage to sanctified places such as Gallipoli and the rise of 
‘Dark Tourism’ that I believe is inherently linked to the deeper cultural concerns of this inquiry; see  
L. White., Dark tourism and place identity: managing and interpreting dark places, Routledge, New York, 
2013 and P. Blanco, Ghost-watching American modernity: haunting, landscape, and the hemispheric 
imagination, Fordham University Press, New York, 2012. 
24 ibid., p. 697.  
25 https://en.oxforddictionaries.com/definition/inspirit 
26 Continuing the Marxist theme taken up by Adorno, Benjamin and the first-generation Frankfurt School 
– history is seen as a dynamic force of the present. The use of a ‘haunting’ metaphor when attempting 
to understand how the ‘presentness of the past’ manifests in ‘inspirited landscapes’ is useful. Indeed, it 
is often central to much of the critical debate surrounding site-based practices and the ghost/host model 
attributed to Pearson and McLucas that describes creative practice that temporarily occupies (ghosts) 
a site (host) as evidenced in S. Nield, ‘Site-Specificity and Politics: Siting the People: Power, Protest 
and Public Space’ in A. Birch and J. Tompkins eds., Performing Site-Specific Theatre, Hampshire, 
Palgrave Macmillan, 2012, pp. 223-232. 
27 T. Dean, T & J. Miller, Place: Artworks, Thames and Hudson, New York, 2005, p. 13. 
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discourse, there are as many conceptions of ‘landscape’ as there are contradicting 
definitions and converging understandings of ‘space’ in relation to ‘place’.28 While my 
PhD project is not primarily concerned with a taxonomy of typological distinctions, it is 
important to note that my work is located in the relationship of ‘place’ and ‘site’. 
Therefore, research that is spatially cognisant and place-orientated is also bound to 
the processes of theory and practice of landscaping, mapping, cartography and 
potentially, creating palimpsests. The origin of landscape, informed by the medieval 
notion of a cultivated ‘man-made’ space that is transformed and surrounded by 
unknowable wilderness – remains deeply pertinent to the concerns of this project, 
especially in an Australian context.  
The notion of emplacement – to be in place – reflects Edward Casey’s conception of 
the ‘chorographic’, that Jill Bennett has interpreted as the ‘embodied experience of 
place as it unfolds in time or in memory’.29 The drive to exist on site (in-situ) and to be-
in place, demands we attend to other than ourselves, in order to experience action 
beyond ourselves for extended (and often deeply challenging) periods of time. This is 
the first glimpse into the affective field. It is through these imperceptible moments of 
our living and working, through these enactments and these re-enactments, that we 
make ourselves into a place, or become emplaced. As we leave traces for others to 
find and translate, we become full participants in the living landscape.  
The theoretical drive of this entire PhD project can be distilled into an echo of James 
Joyce’s sentiment that; ‘Places remember events’.30 Places remember or are imprinted 
by deep impacts of natural processes, like the Grand Canyon, or devastating human 
decisions, like Hiroshima. As Dean and Miller assert, ‘place’ gives itself over to the 
events that have occurred there.31 Port Arthur, Australia, is a place forever connected 
to the ‘events’ that have taken place. From the colonial traumas of convict incarceration 
and punishment to the largest massacre in recent Australian history (since the 
massacre of almost the entire indigenous population of Tasmania), the place Port 
                                            
28 T. De Duve, ‘Ex Situ’, Art & Design vol. 8, nos. 5/6, 1993. De Duve states that historically ‘site’ is a 
function of the harmony of space (consensus on the geometric grid of space), place (the cultural ties to 
ground) and scale (man as the measure of all things). 
29 E. Casey as cited in J. Bennett, Empathic vision: affect, trauma, and contemporary art, Stanford 
University Press, Stanford, California, 2005, p. 13. 
30 J. Joyce as quoted in Dean & Miller, op. cit., p. 14.  
31 ibid. 
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Arthur has now become that place, imprinted with the traumas of the past, making the 
place-name synonymous with the events that took place there.32 
The contemporary moment is one experiencing a placial turn33 or re-turn to place, 
related to the concerns of participation and immersion outlined in the following chapter. 
So, given the prominence of place in contemporary inquiry, why not an ‘inspirited 
place’?  
Landscape allows one to mediate the abstracted world of theoretical investigation with 
the materiality of art-making within a site-based context. ‘Landscape is more grounded 
and available to visual experience than space, but more environmental and constitutive 
of the imaginative order than place. It is inside space, one might say, but contains 
place. Landscape has a particular value as a mediating term between space and 
place’.34 Moreover, to be specific, my chosen sites are now parkland that once 
encompassed the ‘places’ dwellings, or homes of peoples, that have now been 
disappeared or re-turned back to parkland. The art practice in this PhD project 
imaginatively reconstitutes evidence of past dwelling upon the re-landscaped ‘natural’ 
environment, hence my preference for the term, landscape as a threshold term betwixt 
and between site, space and place.  
Since the Renaissance, a particularly Western conception of landscape as an 
objectified commodity that separates the human-subject from the landscape-object, 
has dominated discourse on the subject. From the middle of last century onwards, the 
development of alternative discourses rooted in an ecological understanding of live, 
interconnectivity within a given landscape have increased in volume and are now 
                                            
32 ibid., pp. 15-18. Dean & Miller describe how the Hebrew word for God Makom is generally translated 
to mean place as in dwelling, but it also means space as in the ‘infinite’. So, place once meant everything 
and everywhere, but place was taken over and devalued as ‘bounded’ and a mere ‘location’ or ‘position’ 
from the thirteenth-century onwards by theorists and philosophers concerned primarily and singularly 
with the infinite possibilities of space. They provide a thorough account of the shifting priority from place 
to space from Thomas Aquinas in the thirteenth-century, through to Isaac Newton and the philosophical 
concerns of Descartes and later, Kant.  
33 G. McAuley ed., Unstable ground: Performance and the politics of place, P.I.E. Peter Lang, Brussels, 
2006, p. 17. See also D. Yildiz, ‘From non-place to place: Place-making through relational art’, 
Metaverse Creativity, vol. 5, no. 1, 2015, pp. 39-50. Yildiz weaves together theories of Auge’s ‘non-
places’ and Bourriaud’s ‘relational aesthetics’ to articulate how artistic practices that engage with 
encountered materialities and past agential forces result in new modes of place-making in contemporary 
practice.  
34 U. Chaudhuri & E. Fuchs, ‘Introduction: Land/scape/theatre and the new spatial paradigm’, 
Land/Scape/Theater, University of Michigan Press, Ann Arbor, 2002, p. 3. 
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erupting in new forms to balance the scales between the human and the non-human 
articulating, ‘the past, present and future tenses of the living landscape’.35 As such, the 
traditional usage of landscape, as the cultivated understanding or manipulation of a 
space, place, site or environment has now collapsed into a participation with a chosen 
site in the here and now.  
The site-orientation of this project provides a lens through which I focus the depth of 
field of this inquiry and situates landscape as the way what has been imagined, is now 
being imagined as has yet to be imagined, writes itself onto place. In a field of 
knowledge and practice, this modality of imagining is both what needs to be revealed 
through artistic research and redeployed through artistic practice. 
The ‘inspirited landscapes’ chosen for inclusion in this inquiry are active places of 
identity, history and relation.  
Landscape…enfolds the lives and times of predecessors who over the 
generations, have moved around in it and played a part in its formation. To 
perceive the landscape is therefore to carry out an act of remembrance, and 
remembering is not so much a matter of calling up an internal image, stored 
in the mind, as engaging perceptually with an environment that is itself 
pregnant with the past.36  
This is a mode of dwelling, enacted by artists and communities, that traces the imprint 
of places in the practice of making within a site as articulated by Tim Ingold, above, 
that is explicated further in Chapter 2. 
Therefore, my specific use of the term ‘inspirited landscape’ encapsulates the 
ecological sense of reality or way of being-in-the-world that challenges ingrained 
assumptions of individual agency crucial to the premise of my inquiry. The term 
suggests that ‘each entity, each jewel and each node in the net reflects all the others 
and reflects the others reflecting back’.37 In other words, we are all enacting and being 
acted upon, affecting and being affected both directly and indirectly. In contemporary 
theory, this type of interconnectedness, intersubjectivity and collectivity has been 
                                            
35 C. Dalglish, ‘Archaeology and Landscape Ethics’, World Archaeology, vol. 44, no. 3, 2012, p. 329. 
36 T. Ingold, The Perception of the Environment: Essays in Livelihood, Dwelling and Skill, Routledge, 
London, 2000, p.189.  
37 V. Brady, ‘Towards an Ecology of Australia: Land of the Spirit’, Worldviews: Global Religions, Culture 
& Ecology, vol. 3, no. 2, 1999, p. 140.  
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addressed through the discourse on affect.38  To echo Teresa Brennan, very few of us 
can claim that we have walked into a room and not felt ‘affected’ by its inherent 
atmosphere.39 We have all felt these affects. However, the notion of affect itself has 
been the site of much discussion and debate, opening it up from a psychological 
category to a larger relational-field phenomenon. Sarah Ahmed has argued, for 
example, that we may feel the atmosphere of a room, but what we feel depends on the 
angle of our arrival.40 
I can recount two instances of experiencing what I would call an ‘inspirited landscape’ 
whilst in the midst of art practice, which are pertinent to the objectives of this current 
project: In the process of developing a site-responsive work in 2006, at the Living 
Museum of the West (an old bluestone meat factory constructed at the turn of the last 
century) the motif of an ‘aviary’ with multiple bird references developed entirely from 
the dreaming and installation of the work in-situ. Following the opening, Peter 
Haffenden (who had worked at the Museum since its inception) revealed that the 
building had, in fact, been filled to the brim with nesting birds when it was first re-
opened for regeneration in the early 1980s. There is absolutely no way I could have 
consciously known this. Nothing about the site in the present indicated the presence 
of ‘birds’. Yet their presence became the main driver of the entire work. Similarly, in 
2009, after my installation of ‘lanterns’ to represent clothing of the dead was inspected 
in the first morgue at the Old Port of Melbourne for Collapse, the representative from 
Parks Victoria informed me that the dead were, in fact, hung from the roof of that very 
space, in that very way, to keep them away from the rats. A fact of which I was, again, 
completely unaware. 
We have all had these inklings and inarticulable feelings when encountering a site. 
Despite their elusive nature, these feelings nevertheless suggest images, actions and 
ways of engaging with a site that bear a connection to the materiality of past events. I 
have remained fully aware that such overtly subjective claims hover in a liminal zone 
that may cross into spiritualism, and constitutes a territory fraught with potential 
                                            
38 See Chapter 2 for full summative review of both historical and contemporary notions of affect. 
39 T. Brennan as cited in S. Armed, ‘Happy Objects’ in M. Gregg & G. Seigworth eds., The Affect Theory 
Reader, Duke University Press, Durham and London, 2010, p. 36. 
40 ibid., p. 37. 
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criticisms. However, the core distinction for practice-led research is the framing of 
subjective practices as affective attunements and registering of imperceptible affects 
that can point to points of connection and common experiences through the encounter 
with place. Such subjective practices can put researchers in a difficult position. But 
despite the difficulties, if not because of them, addressing the complexity and tenuous 
nature of ‘inspirited landscapes’ is a situation from which a researcher should not shy 
away. 
Throughout the exegesis, I will offer a series of ‘inspirited anecdotes’ that aim to 
articulate the relationships of affects (affecting and being affected) to the site-based 
practice research conducted during the project – that ultimately constitute an affective 
field. The anecdote indicates two things. The anecdote articulates these subjective 
experiences through practice reflection and seeks to attend to the notion that places, 
sites, environments and landscapes do in fact hold ‘energies’ or imprints that we can 
access. And they point to the extra- or pre-individual experience that are the conditions 
of potential resurfacing and re-composition on a site. ‘Inspirited anecdotes’ endeavor 
to reveal that human (and even non-human) activity does in fact remain inherent and 
embedded as traces in the landscape or site and – it is possible to ‘enact’, re-perform 
and materialise these traces, whether consciously or unconsciously. This affective 
awareness can be heightened even more when a creative work asks spectators to 
‘look again’ or ‘see differently’ via immersion in an affective field.   
The ‘field’ disciplines, from anthropology and archaeology through to geography and 
performance studies have all been influenced by this ‘affective turn’ in contemplating 
how spaces resonate and obtain their particular atmosphere. We know ‘the whole is 
more than the sum of its parts’41 but the pre-individual or pre-cognitive assists or 
entities that populate a given landscape are still a largely uncharted area of study 
because of the devaluation of anything that cannot be quantified to exist.  
What lies beneath: Australian ‘Inspirited’ Landscapes 
The violent dispossession of indigenous people from their land and the devaluation of 
their profound spiritual and ancestral connection to Country has imprinted a deep layer 
                                            
41 N. Thrift, Non-representational theory: space, politics, affect, Routledge, Abingdon, Milton Park, Oxon, 
New York, 2008, p. 16. 
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of trauma across the entire ‘inspirited’ continent of Australia. The sites chosen as the 
places in which to conduct the practice-led research are open parklands within 
populated city centers located far from the dead heart or center of Australia, Canberra 
and Melbourne.  
In the following chapters, the specificity of each location will be examined in relation to 
the practice. However, in order to provide a foundational context, it is important to note 
that each of the chosen sites is united by an absence, which is paradoxically, the 
strongest aspect of its presence – a totally unavoidable presence.42 The absence-that-
is-a-presence refers to the historical traces of the past and ‘[T]he unintentional, the 
random, the intimate unplanned touch of history’s passing…that attest to our presence 
and also, of course, to our absence’.43 
The absence yet unavoidable presence of Australia’s traumatic colonial past and the 
ongoing struggle for indigenous sovereignty combines testimonies, histories and 
complexities. Doing justice to the traumatic past is far beyond the scope of this project 
or my expertise and experiences as a non-Indigenous researcher, but the 
circumstances that act as a trigger for their rupture are of particular interest in relation 
to the ‘inspirited landscapes’ central to the overall project. As Carleton states: 
…this under-acknowledged national shame and trauma is erupting into the 
present…the return of the national repressed in relation to foundational 
settlement mythologies – terra nullius central among them – and represents 
a contemporary haunting of the present by the ghosts of unreconciled 
historical deeds and narratives.44  
Our traumatic colonial past manifests in our story fields as stolen, lost, incarcerated 
peoples (specifically children). It is our central anxiety, a recurrent shape-shifting 
trauma that keeps erupting in various forms from the stolen generation to the 
                                            
42 Brady, op. cit., p. 151.  
43 M. Pearson, Site-Specific Performance, Palgrave Macmillan, London, 2010, p. 43.  
44 S. Carleton, ‘Australian Gothic Drama: Mapping a Nation’s trauma from convicts to the Stolen 
Generation’, Australasian Drama Studies, vol. 66, 2015, p. 30. Carleton’s analysis maps the foundational 
instances of national shame, guilt or trauma that continue to haunt us. His study continues a thread of 
inquiry as evidenced in D. Tacey, Edge of the Sacred: Transformation in Australia, Harper Collins, 
Melbourne, 1995; K. Gelder & J. Jacobs, Uncanny Australia: Sacredness and Identity in a Postcolonial 
Nation, Melbourne University Press, Victoria, 1998; P. Pierce, The country of lost children- an Australian 
anxiety, Cambridge University Press, Cambridge, 1999. Joanne Tompkins also gives a compelling case 
for a very specific ‘spatial’ anxiety in Australia that is ‘haunted’ by dispossession and displacement see 
J. Tompkins, Unsettling Space: Contestations in Contemporary Australian Theatre, Palgrave, London, 
2006. 
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incarceration of refugee children in offshore detention. Essentially, we will keep 
returning to the origin point of the trauma, either abstracted or symbolised again and 
again until we work it out. The manner in which these anxieties and traumatic histories 
continue to impact upon and erupt from living landscapes are a vital aspect of this 
inquiry.  
For First Nations peoples, Australia is an ancient, powerful country, inseparable from 
their spirituality as this extract from the 2017 Uluru Statement from the Heart attests:  
This sovereignty is a spiritual notion: the ancestral tie between the land, or 
‘mother nature’, and the Aboriginal and Torres Strait Islander peoples who 
were born therefrom, remain attached thereto, and must one day return 
thither to be united with our ancestors. This link is the basis of the ownership 
of the soil, or better, of sovereignty. It has never been ceded or extinguished, 
and co-exists with the sovereignty of the Crown. 
We seek a Makarrata Commission to supervise a process of agreement-
making between governments and First Nations and truth-telling about our 
history. 
In 1967 we were counted, in 2017 we seek to be heard. We leave base camp 
and start our trek across this vast country. We invite you to walk with us in a 
movement of the Australian people for a better future.45 
Given the continuing impact of the trauma of colonisation upon the real lives of First 
Nations people, the generosity of this invitation ‘to walk with us’ is as extraordinary as 
it is timely. In spite of the historic 1992 MABO decision, white Australia has a long, hard 
journey ahead before the traumatic and lingering impacts of terra nullius are fully 
exorcized from this land and from our hearts. David Tacey’s Edge of the Sacred (1995) 
provides a Jungian analysis of white Australia’s history where archetypal memories, 
buried intergenerational trauma and guilt have shaped an uneasy, uncanny and often 
hostile relationship to the land and its First Peoples. Freud describes the intangible 
‘unheimlich’ as ‘that class of the frightening which leads us back to what is known of 
old and long familiar’ or the ‘return of the repressed’.46 A horrific event of the past, long 
hidden, unexpectedly and violently erupts from the human subject in a new and 
terrifying form. The German ‘heimlich’ can signify what is home-like, familiar and 
                                            
45 First Nations National Constitutional Convention, Uluru Statement from the Heart, May 2017 
<https://www.referendumcouncil.org.au/sites/default/files/2017-
05/Uluru_Statement_From_The_Heart_0.PDF > accessed 07 June 2017.  
46 Freud, S., ‘The Uncanny’ in The Complete Psychological Works of Sigmund Freud, Vol XVII (1917-
1919), Trans, J. Strachey, Penguin, London, Harmondsworth, 1972, p. 220. 
32  
intimate but it can also describe what is secretive, buried and hidden. He describes 
how its meaning ‘develops in the direction of ambivalence, until it finally coincides with 
its opposite, unheimlich’.47 The terms are not in opposition rather the ‘unheimlich’ is a 
kind of sub-species of the ‘heimlich’. The requisite co-existence of the homely and the 
unhomely.48 
This unhomely, homeliness or a ‘unsettled settledness’ (as Gelder and Jacobs have 
articulated it) is emblematic of contemporary Australian life where non-Indigenous 
peoples are innocent (‘out of place’) and guilty (‘in place’) simultaneously. Gelder and 
Jacobs go on to assert how ‘this is entirely consistent with postcoloniality as a 
contemporary moment, where one remains within the structures of colonialism even 
as one is somehow located beyond them or ‘after’ them’.49 The film Picnic at Hanging 
Rock (1975),50 is a prime example of how the postcolonial uncanny manifests as a 
symbolized scene of trauma in the Australian gothic genre. In my reading of this story, 
one scene of fantasied trauma (the disappeared European child) is actually covering 
up a deeper unspoken, real traumatic scene (the disappeared Indigenous child). This 
‘covering over’ of an unspoken indigenous trauma with white traumatic narrative is core 
to contemporary manifestations of the post-colonial uncanny.  
David. J. Tacey characterises this reading in a similar way, describing the disappeared 
children in the Picnic at Hanging Rock narrative as a blood ‘sacrifice’ to the ancient 
land that exposes ‘the grinding tension between the colonial overlay of society and the 
unconscious substratum of ancient and denied realities’.51 Tacey’s call for a return to 
                                            
47 ibid., p. 226. 
48 As summarised by L. Morris, in The Spectre of Grief, op. cit. pp. 16-17. 
49 Gelder & Jacobs, op. cit., p. 24. See also Gretyl Taylor’s practice led PhD, examining postcolonial 
experience of place through the lens of movement and multi-sensory listening to country as a practice 
of locating; G. Taylor, Locating: Place and the Moving Body, PhD Thesis, School of Human Movement, 
Recreation & Performance Faculty of Arts, Education & Human Development Victoria University, 
Melbourne, 2008; Jill Orr’s PhD thesis also examines our relations to place in the context of past traces, 
experienced as obstructions relived in the present in a postcolonial nation J. Orr, Space, Place and 
Recurring History, PhD Thesis, Department of Fine Arts, Monash Arts Design and Architecture, 
Melbourne, 2012.  
50 See http://www.mirandamustgo.info Amy Spiers is currently undertaking doctoral research at 
Melbourne University’s Victorian College of the Arts that explicitly interrogates the ‘white vanishing myth’ 
surrounding Hanging Rock and its wider implications in postcolonial Australia.  
51 Tacey, op. cit., p. 59.  
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the sacred in Australia resonate with my own investigations of the presence of the past, 
the affects of community, and the return of the social sacred.  
Like Tacey, I have felt simultaneously in and out of place in Australia, drawn to the 
Earth-based spirituality of Indigenous Australians that has only deepened over the 
lifetime of this research project. But, I am also aware of an implicit danger here, the 
tendency to unconsciously embody and continue the project of colonisation52 despite 
the best of intentions as Tacey sums up powerfully here:  
But I did not, and could not, take on the Aboriginal cosmology as my own. I 
was always interested in learning about the sacred Dreamings of Aboriginal 
people, but I recognized that I could not take them into myself. This would 
be to steal intellectual property that did not belong to me. It would be theft of 
the unforgivable sort, the theft of the spirit. After my culture had stolen 
Aboriginal land and dislocated their culture and religion, I had no desire to 
add insult to these crimes by asking for their Dreaming as well. 53 
New experiences of the sacred in relationship to the Australian landscape, within and 
through our communities are needed now more than ever. We must come to terms 
with the shadow of intergenerational trauma as well as the indigenous spirit of this 
ancient place. We know this. But what is to be done? 
First Nations Elders and representatives, including Dr Galarrwuy Yunupingu have 
made it explicitly clear to all Australians that they request a Makarrata Commission (a 
"final settlement" or, in Yunupingu’s language, Makarrata; coming together after a 
struggle).54 In order to do this, we need to witness some truth-telling and finally face 
the presence of the past on this land. Non-indigenous peoples such as myself, have a 
long walk ahead of us and as we take our first steps on this sacred country, we must 
learn how to walk softly and listen. 
                                            
52 See C. Land, Decolonizing solidarity: dilemmas and directions for supporters of indigenous struggles, 
Zed Books Ltd, London, 2015. 
53 Tacey, op. cit., pp. 113-114. 
54 G. Yunupingu, as quoted by S. Grant, ‘Garma: Dr Galarrwuy Yunupingu calls for Australia's 'final 
settlement'’ in ABC News online, 6 August, 2017 http://www.abc.net.au/news/2017-08-05/stan-grant-
garma-a-chance-for-final-settlement/8777350 
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Nyangatja apu wiya, ngayuku tjamu  
This is not a rock, it is my Grandfather                                                                                              
George Tinamin, One Land, One Law, One People 55 
The complexities of cultural exchange and the Indigenous business that is central to 
development of an ethical methodology (specifically for non-indigenous artists) in 
relation to site-based practice in an Australian context – is tackled through the thematic 
thread and the materiality of Stones in both of the practice-led projects.56  
E. Ann Kaplan makes a strong case for understanding why it is vital for Europeans to 
move beyond translating the traumas of others as part of integrating this suffering into 
their own guilt,57 towards a type of witnessing that moves beyond the self towards 
understanding others. Witnessing is vital to reparation and demands a higher level of 
responsibility, moving beyond empathy (how would I have felt) towards ‘understanding 
the structures of injustice’58 (or how should we have acted). Witnessing makes a 
person present and actant in the moment, and accountable in their intra-action in 
relation to what has been witnessed.  
Site-based performance and installation, and its inherent participatory modes of 
engagement, reveal a potential to begin to exorcize the affects of terra nullius, in that 
such art forms, are in themselves, modalities of listening, witnessing and re-activation 
of a place. Making art and performance in sites, ‘marked by their own histories of 
occupation and use means that artists and spectators experience these places in new 
ways and are obliged to engage in new ways with the political issues that seem to be 
an inevitable consequence of being in place’.59 Listening in a creative arts context is 
not the objective observer listening to a story, but it is the active listening in which a 
person or people are implicated in the listening.  
                                            
55 G. Tinamin as quoted in Brady, op. cit., p. 145.  
56 See Chapter 3, Processes and Practices: Anthology by describing how my understanding of how 
stones hold ancient story developed through my collaborative process with Ngunnawal man, Tyrone 
Bell. In Chapter 4, Processes and Practices: TIDE I discuss how (with the permission of Wurrunjeri 
Elders) the stone is held as the living and present material history of First Peoples profound spiritual 
connection to Country. 
57 Kaplan, op. cit., p. 22. 
58 ibid., p. 23. 
59 McAuley, op. cit., p. 17. 
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I would not be so naive as to suggest that such artistic practices will accomplish the 
profoundly complex task of reconciliation with First Nations Peoples or with Australian 
landscapes in socio-ecological crisis but such practices set the conditions for a coming 
together. These conditions are crucial for understanding through witnessing, 
experiencing and listening that become the basis for dialogue, interaction, exchange 
and ACTION, entering the necessary realm of the social sacred.  
What lies ahead… 
Having identified the core drives and context of the PhD project here, Chapter 2, 
Interdisciplinary Trajectories of the Project: Theories and Methods, will outline the field 
of theoretical thinking that has informed this research inquiry and the modalities of 
practice-led research I have chosen to implement in relation to the project. In Chapter 
3, Processes and Practices: Anthology. Retracing Histories. The restorative capacities 
of inspirited landscapes, I provide an interrogation of the ‘presentness of the past’ as 
a core ingredient of ‘inspirited landscapes’. An archaeological approach to resurfacing 
site, influenced by the site-specific practice and methodology of Mike Pearson and 
Michael Shanks will be used to frame an exploration of the making and installation 
practice of Anthology. A sequential account of selected aspects of the making 
processes and community immersions engaged in preparation for the production will 
articulate a history and context for the practice led contribution.  
Building upon the field as defined and further explicating the methodological and 
practical discoveries of Chapters 3, through a detailed, diagrammatic reading of the 
practice led approach in Chapter 4, Processes and Practices: TIDE. Retracing Affects. 
The generative capacities of inspirited landscapes, I utilise the philosophical tools of 
vital materialism and readings of affect to interrogate the contribution of the major 
practice work, TIDE. Jane Bennett’s Vibrant Matter is a key reference point to the 
trajectory of mapping affect in practice. In this chapter, I will reveal how emplaced 
engagements with the affective field is the door ajar, the twinkle in the eye that fully 
opens an awareness to the transactive subjective and brings together our complex, 
relational understandings of the social sacred. 
Through my articulation of the key practice-led becomings; a method of working with 
the materiality of history developed through Anthology and the full practice led 
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development and realisation through the final research contribution TIDE, when viewed 
as a relational whole, arrives at an assembled, emergent understanding of working 
within an affective field in site-based practice that makes available the vibrant 
materiality and immanence at the heart of the places we feel are ‘inspirited’. This is 
explicated in Chapter 5, Conclusion: Falling together. The return of the social sacred, 
demonstrating how site-based creative practice can open our awareness to the 
irrepressible land and the materiality of history, and retune our perception of the agency 
and liveliness of all matter 
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CHAPTER 2 
Interdisciplinary Trajectories of the Project: Theories and 
Methods 
 
Investigations: The theoretical landscape 
The first section of this chapter outlines the domains of theoretical knowledge that 
contextualise and inform my practice led inquiry, while the second section addresses 
methods, modes and methodologies that activate and drive my project.  
Beginning with psychoanalytical discourse on affect, specifically in relation to 
transgenerational trauma, I extend the investigation to contemporary philosophical 
discussion of the affective field and emphasise the transmission and accumulation of 
affect as core to the research concerns. An understanding of what constitutes an 
‘affective field’ informs my approach to art practices and opens up the conceptual and 
ethical aspects crucial to an understanding of the way art engages with institutional 
knowledge, history, culture and the bare bones of perception. I have found the 
relationship between Maria Tumarkin’s Traumascapes (2005) and Jill Bennett’s 
Vibrant Matter (2010), specifically her explication of thing-power, (building on 
Thoureu’s The Wild and Spinoza’s Conatus) to be particularly useful in charting the 
connections between the transmission of trauma and the intensity of accumulated 
affects. The combination of sources constitutes a distinctive way to understand and 
inform the concept of inspirited landscapes.  
To underpin my interest in what the core capacities of an ‘inspirited landscape’ might 
be, I have organised the following discussion of the theoretical landscape around three 
domains of knowledge and discourse:  
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• trauma, its movement across time resulting in the formation of place around 
traumatic events;   
• contemporary theories of affect, its transmission and connection to materiality 
and;  
• interdisciplinary perspectives, which gathers a set of discourses that each 
contribute to the complexity of the issues in which the presence of the past 
persists.  
These include:  
o cultural geography,  
o cultural anthropology,  
o the intersection of theatre practices and the archaeology of knowledge 
and,  
o arts discourse with a particular focus on: site-specific performance, 
psychogeography and practice-led research.   
The connective thread across these different research domains (disciplinary inquiries 
and interdisciplinary correlations) is the felt experience or affect of the way knowledge 
is acquired (in-situ) and produced (activated, re-activated and made perceptible). The 
presence of the past – as it can be felt through the imperceptible, inspirited tracings of 
place – are amplified or activated experientially by contemporary art approaches to 
site, materiality, action and guided, experiential events.  
To this end, the resources gathered here will constitute the field of inquiry and the 
connective tissue activated by the art methods and methodologies explicated in the 
latter part of the chapter. The overarching aim of this chapter is to link the current fields 
of knowledge that form the ground from which processes of making meaning activate 
specific approaches to the experience of collectively and performatively constructing 
the shared environment. 
From Trauma to Traumascapes  
It is useful to examine how psychological notions of affects, especially those related to 
trauma as discussed by Freud, have an impact on our understanding of the way past 
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events might be imprinted into the material fabric of places through subtle relationships 
reinforced and even ritualised by inter/intra-actions over time. 
Our most familiar conceptions of affect have been developed through psychological 
and psychoanalytic frames of analysis, primarily concerned with forceful or negative 
drives.60 For Freud, affects are representational not unconscious, they are ‘the bodily 
discharge of instinctual energy’,61 or ‘desires on the move in search of form’.62 In his 
1926 essay, ‘Inhibitions, Symptoms and Anxiety’, Freud refers to anxiety as an 
affective state that is felt. Drawing on Darwin, he is convinced that affects are pre-
individual in origin, the traces of past actions, alien forces, substitutes for the anarchic 
past that can be actant and erupt into the real space and time of now, transmogrified 
in the moment as affective states.63  
Freud’s ideas regarding trauma evolved in the late 19th century, influenced by French 
clinicians work on hysteria and hypnosis, led by J. M. Charcot at the Pitié-Salpêtrière. 
Freud and Josef Breuer’s influential definition of ‘traumatic hysteria’ as the symptoms 
of hysteria that were in fact the result of past trauma, attributed the belatedness of the 
onset of hysterical affects ‘to the fact that traumatic memories are not available to the 
patient in the way commonplace ones are, but act “as a kind of foreign body” in the 
psyche; an affective agent in the present even long after it first penetrated’.64 The 
belated emergence of past trauma in the human subject, as identified by Freud, have 
come to influence contemporary thought regarding the complex temporal operation of 
trauma in both individuals and in cultures.  
                                            
60 See N. Thrift, Non-representational theory: space, politics, affect, Routledge, Abingdon, Milton Park, 
Oxon, New York, 2008. P. 176-77. Thrift identifies Silvan Tomkins psychobiology of differential affects 
(1962) as a useful supplement to the psychoanalytic lens. Tomkins psychobiology extended Darwin’s 
vestigial theory of emotions (i.e. the belief that affects are traces of past actions), and distinguished the 
system of drives from the system of affects. While drive is concentrated on singular aim, for Tomkins, 
affect ranges across a number of aims, is intensely physical and he identifies interest and excitement 
as the primary drivers of positive affects.  
61 J. C. Wakefield, ‘Freud and the intentionality of affect’, Psychoanalytic Psychology, vol. 9, no. 1, 1992, 
p. 16. Wakefield summarises Schachtel’s 1959 survey of Freud’s view of affects as 1. Representations 
of emotions originally generated in past experience; 2. Only alteration of the subjects own body without 
reference to the outer world; 3. Neglecting the positive role of affect especially in communication with 
others and in relation to action pp. 20-21. 
62 J. Campbell, Freudian Passions: Psychoanalysis, Form and Literature, Karnac Books, London, 2013, 
p. 2.  
63 As summarised in S.  Best, ‘What Is Affect?: Considering the Affective Dimension of Contemporary 
Installation Art’, Australian and New Zealand Journal of Art, vol. 3, no. 1, 2002, p. 207.  
64 Kaplan, op. cit., p. 26. 
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The temporal dimension of trauma in Freud’s work is discussed by E. A. Kaplan in 
Trauma Culture (2005). Kaplan identifies how, at the end of the First World War, the 
traumatic impact of war injury upon multiple male patients, extended Freud’s ideas 
regarding the presentation of traumatic affects beyond sexual repression (or abuse) in 
the female individual that drove his earlier thinking in Studies in Hysteria (1895) and 
developed the complexity of his ideas as related to larger cultural influences. Kaplan 
argues that Freud’s conception of the latency phenomenon, developed during his 
forced exile from Nazi Germany, and his most influential work on trauma Moses and 
Monothesism (1939) anticipates much of the work on combat fatigue (arising from 
experiences of returned Vietnam veterans), that formulates what we now understand 
as Post Traumatic Stress Disorder (PTSD).65 In addition, and importantly for this 
project, Freud’s final essay introduces the seeds of cultural trauma and the 
intergenerational transmission of traumatic affects.  
Cathy Caruth in her introduction to Unclaimed Experience (1996), ‘The Wound and 
Voice’, provides a reading of Freud’s use of the story Gerusalemme Liberata, situating 
the parable as the beating heart of Freud’s writings regarding the latency phenomena 
in relation to trauma. To summarise, the hero mistakenly kills his beloved while she is 
in disguise. Later his army finds themselves in a strange forest that fills the men with 
terror and the hero strikes a tree with his sword which begins to bleed. He hears the 
voice of his dead beloved coming from the wound in the tree whose soul has become 
forever imprisoned there. The original trauma has repeated itself against his will.66  
Caruth gives a comprehensive and insightful analysis of the implications of this parable 
in relation to Freud’s ideas of trauma, as well as contemporary understandings of 
traumatic affects. In particular, the operation of trauma in history and culture via the 
return of the repressed that haunts the present, the repeated infliction of the injury on 
the body, its delayed and transformed appearance (as the wound on the tree) in 
relation to unrepresentability of trauma and the vital role of witnessing (hearing the 
voice of the other). Identifying their origins in Freud’s reading of the story, Caruth 
                                            
65 ibid., pp. 26-32. 
66 As described by C. Caruth, Unclaimed experience: trauma, narrative, and history, Johns Hopkins 
University Press, Baltimore, 1996, pp. 1-10. 
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defined new connections between trauma theory, history, literature and culture that 
were key to her influential study.  
Of particular interest to the inspirited landscapes of this project, is the manner in which 
the personal wound in the parable (as explicated by Caruth), the accidental killing of 
the beloved, after a period of denial and repression, transmogrifies in material form 
and manifests in a strange, uncanny landscape with the wound now held and bleeding 
in and from the body of the ‘other’, the flesh of the world, the non-human tree. 
Contemporary understandings of how trauma and history intertwine to complicate 
referential accounts of past occurrences are key to this project. In trauma studies, the 
explanation of the present is viewed through the lens of the past ‘permitting history to 
arise where immediate understanding may not’.67  Caruth reminds us of how the seeds 
of latency in Freud’s theories of trauma (which impact upon contemporary thought 
surrounding intergenerational trauma) are also found in this parable. She explains how 
the ‘missing of the event bears the impact of the trauma’.68 In other words, the previous 
generation, the actual victims of the traumatic event are unable to assimilate it (as it is 
‘missed’) and therefore its ‘affects’ are transmitted to the following generation, who live 
with its impact in an uncanny, transmogrified form. 
Most pertinent to this project is Maria Tumarkin’s Traumascapes (2005). Tumarkin 
takes our historical understandings of trauma theory, specifically the intergenerational 
transmission of traumatic affects, to explore the affective dimensions of geographical 
sites of trauma. She investigates how traumatic events shape our understanding of 
certain places, and reveals how memorialisation (or not) of these events is revealing 
of our values and priorities as cultures. She states; ‘Traumascapes are a distinctive 
category of place, transformed physically and psychically by suffering, part of a scar 
tissue that stretches across the world’.69 This metaphor of a scar tissue is useful when 
considering the notion of inspirited landscapes. It not only helps to reveal how all 
spaces and places are marked with thick, layered histories, it helps us to understand 
how certain places, where trauma has occurred tend to be more deeply inscribed by a 
thicker layer of scar tissue, places where the affects of past traumas may be felt more 
                                            
67 ibid., p. 12. Italics in original. 
68 Ibid., p. 40. 
69 Tumarkin, op. cit., p. 13.  
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intensely. It may also help us to understand why certain places attract a recurring 
history of violence, where affects become stuck, the accumulation of a ‘missed’ past 
that under the right conditions, erupts into the present in another form, continually 
refusing erasure. 
This selection and grouping of research sources charts a trajectory of trauma as it is 
tied to events and places, evoked in situation and the materiality of place, which makes 
it a crucial way of understanding how the creative arts can address and activate, 
experientially, the presence of the past. Over the last century, the notion of affect has 
drifted from psychology to philosophy, from a description of the presentation of 
emotional states to the recognition of a field effect and differential indicator of the 
relation of the individual to the collective. 
Contemporary Theories of Affect 
Half a century after Freud, Andre Green, dissatisfied with existing psychoanalytic 
theories of affect and countering the early Lacanian notion of ‘affect as the unconscious 
split from linguistic signifiers’,70 emphasised the corporeal aspect of affect. Green 
proposed that meaning originates in the body with the famous statement that ‘affect is 
the flesh of the signifier and the signifier of the flesh’,71 a pre-personal field of 
embodiment. This echoes the contribution of French philosopher, Maurice Merleau-
Ponty to the dissemination of phenomenology. Merleau-Ponty’s philosophy of 
embodiment as an ‘ontology of flesh’ is articulated in The Visible and the Invisible 
(1968) which, articulates the mediation of our perceptions of the world through our 
bodily senses. Merleau-Ponty’s influence upon the development of contemporary 
theories of affect has been substantial and his conception of the ‘flesh of the world’72 
is useful in considering how the impacts of past trauma might mark both human and 
nonhuman bodies.  
                                            
70 ibid., p. 34. See also Seminar X, devoted to an interrogation of the affective state of anguish. In 
Lacan’s extension of Freud, affect is understood as an effect, ‘a signal not a signifier’. Anguish operates 
through transference, ‘…the objet petit a, as a referent of the Real’ in C. Vanderwees, ‘Lacanian Affects: 
The function of affect in Lacan’s work’, Canadian Journal of Psychoanalysis, vol. 24, no. 1, 2016, p. 144.  
71 S. Best, op. cit., p. 218. 
72 M. Merleau-Ponty, The visible and the invisible: Followed by working notes, Northwestern University 
Press, Illinios, 1968. 
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Teresa Brennan’s comprehensive analysis in The Transmission of Affect (2004) 
provides a bridge from historical psychoanalytic readings of affect toward 
contemporary theories of affect. Brenman’s study articulates ‘new permeable ways of 
being’,73 reminding us that, as individuals, we are not affectively contained. Her study 
articulates how atmospheres get into our beings, and how affects are social in origin, 
transmitted between bodies, as material, physiological things.74 The study illuminates 
how, by understanding the deployment of the senses, and with the development of 
new technologies in neurobiology, we can illuminate how affect is transmitted beyond 
the individual to other individuals via chemical, hormonal and olfactory mechanisms.75 
Brennan also provides a historical account of the activeness of affects, citing early 
Western records of understandings of affect as living entities or demons, from vapours 
through to the passions that were believed to possess the soul prior to the 18th century. 
Brennan’s study is key to developing a contemporary understanding of the liveliness 
of affect as a connective transfer between living and even non-living things. 
Furthermore, her notion of affective transfer suggests how ideas produce affective 
fields or attunements that shape our understanding of interactions, physical 
environments and histories. Affect theory is concerned with forces of encounter and 
the slippages between and across disciplinary boundaries, attending to the bodies, 
places and events that have previously been unnoticed or devalued; the invisibilities 
and impossibilities. In paying attention to all manner of imperceptible phenomenon, it 
demands an active delving into the oft maligned, anarchic zones of philosophical 
inquiry. For this reason, it is a field of great relevance to this project. The recent 
explosive resurgence of affect within philosophical and scientific discourse, for 
example, through the development of notions of becoming in New Materialism, has 
had an impact across a broad range of disciplines. Barad’s ‘agential realism’ and her 
understanding of agency (the ability to act) as emergent from relationships in intra-
action as well as the notion of posthuman performativity has been important to 
developing my understanding of how an affective field is constantly becoming and 
unfolding through the intra-actions of matter and meaning.76 At the core of a turn 
                                            
73 T. Brennan, The transmission of affect, Cornell University Press, New York, 2004, p. 11. 
74 ibid., p. 6.  
75 ibid, p. 9. 
76 Barad, loc. cit. See also R. Schneider, ‘New materialisms and performance studies’, TDR/The Drama 
Review, vol. 59, no. 4, 2015, pp. 7-17; D. H. Coole, & S. Frost, New materialisms: ontology, agency, 
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towards affect is the imperative that we pay attention to everyday emplacements that 
have previously been ignored and silenced, and could be (ironically) read as a 
Freudian ‘return of the repressed’.  
Gregg and Seigworth’s The Affect Theory Reader (2010)77 compiles some of the most 
influential contemporary thinking on affect. It is an obvious starting point in beginning 
to map an understanding of how affect theory can offer a compelling perspective of a 
body’s immersion in the world. As they state in their introduction, An Inventory of 
Shimmers:  
…affect is found in those intensities that pass body to body (human, 
nonhuman, part-body, and otherwise), in those resonances that circulate 
about, between, and sometimes stick to bodies and worlds, and in the very 
passages or variations between these intensities and resonances 
themselves.78   
An emphasis on relationality is echoed in Sarah Ahmed’s essay within the volume 
when she states; ‘Affect is what sticks, or what sustains or preserves the connection 
between ideas, values and objects’.79 This idea that affect can sometimes stick, is 
central to my argument that certain places are inspirited, active with the stuck affects 
of the past as well as the lively becomings of the present.  
While acknowledging the impossibility of identifying a single theory of affect, Gregg 
and Seigworth identify two dominant streams in contemporary thought. The first is 
influenced by psychobiology and follows Freud and Tompkins into a human centered 
focus on affect through intersubjective systems of human interrelation. The second, 
pathway locates Deleuzian/Spinozan affect in the complex assemblages of the human 
and non-human field of relations or what I refer to throughout this exegesis as the 
affective field.80 While both pathways influence this study, the ‘more than     
                                            
and politics, Duke University Press, Durham, 2010; I. Van der Tuin & R. Dolphijn., New materialism: 
Interviews & cartographies, Open Humanities Press, 2012. 
77 M. Gregg, G & Seigworth, loc. cit. 
78 ibid, p. 1. 
79 S. Ahmed, op. cit., p. 29. 
80 Gregg & Seigworth., op. cit., pp. 6-8. The authors go on to identify a number fields influenced by the 
affective turn including phenomenological and post-phenomenological understandings of embodiment; 
assemblages and affectual relations between the human and non-organic (new technologies); non-
humanist philosophy and cultural studies; the politics of everyday experience (feminist and queer 
theory); cultural anthropology geography, communications and creative arts discourses as well as 
pluralistic approaches to materialism in science and new conceptions of ‘ontological relatedness’. 
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collectivity’81 offered by the latter is particularly useful. For Deleuze and Guattari 
(following Spinoza), affect is not a personal feeling.  
L’affect (Spinoza’s affectus) is an ability to affect and be affected. A pre-
personal intensity corresponding to the passage from one experiential state 
of the body to another and implying an augmentation or diminution in that 
body’s capacity to act.82  
For Deleuze, affects are ‘becomings that go beyond those who live through them (they 
become other)’.83 
Affect is, according to philosopher of art and politics, Brian Massumi, a ‘physiological 
process that involves the nervous system, muscle memory (proprioception) and the 
brain, and is always tied to a direct impulse for action’.84 For him, affect  
is precisely a matter of how intensities come together, move each other, and 
transform and translate under or beyond meaning, semantics, fixed systems, 
cognitions. Part of the assumption here is that – even in the most reactionary 
of circumstances – nothing happens if affective intensity has not already paid 
us a visit.85  
In his seminal work, Parables for the Virtual (2002), he states: 
The autonomy of affect is its participation in the virtual. Its autonomy is its 
openness. Affect is autonomous to the degree to which it escapes 
confinement in the particular body whose vitality, or potential for interaction, 
it is.86  
The key point that provides a valuable approach for this inquiry, is that affect exists all 
around, through us and beyond us. Our perceptions, cognitions and emotions of the 
events that has a life and movement of its own (the affective field) are an expression 
of a mode of sensitivity, attunement and moments of capture.87 Most useful to this 
                                            
81 ibid., p. 13. 
82 B. Massumi, ‘Foreword’ in G. Deleuze & F. Guattari, A thousand plateaus: capitalism and 
schizophrenia, Continuum, London, 2004, p. xv. 
83 Deleuze (1995) as quoted in N. Thrift, op. cit., p. 116.  
84 B. Massumi as quoted in K. E. Anker, ‘The Sense of Being Moved’, Technoetic Arts: A Journal of 
Speculative Research, vol. 8, no. 2, Intellect Ltd, 2010, p. 168. 
85 L. Bertelsen & A. Murphie, ‘An ethics of everyday infinities and powers: Felix Guattari on Affect and 
the Refrain’ in Gregg & Seigworth, op. cit., p. 147. 
86 B. Massumi, Parables for the Virtual: Movement, Affect, Sensation, Duke University Press, Durham, 
NC, 2002, p. 35.  
87 ibid. 
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project is this idea of a surrounding, relational field of autonomous affects that we can 
access by investigating the complex conditions of its accumulation and transmission.  
Jane Bennett’s Vibrant Matter88 has become a core theoretical touchstone for this 
project and has had wide ranging impact on creative practitioners. Her philosophical 
ideas acknowledge the historical lineage of Spinoza’s conative bodies and Deleuze’s 
Immanence: A life (1995), as well as the early 20th century vitalisms of Bergson and 
Driesch,89 who continue the project of dismantling the Cartesian distinctions between 
inert matter (things) and vibrant life (us). To summarise her argument, she makes a 
convincing case for re-learning to experience the world through a childlike 
attentiveness to the animation of all things emphasising that human and non-human 
bodies are made up of the same stuff that are (to utilise Bruno Latour’s term) actants, 
or sources of action and trans-action. These actants are neither subject or object, 
rather they are best described as Deleuzian ‘interveners’ or operators, that ‘become a 
decisive force catalysing an event’.90 
Bennett employs an ecological sensibility throughout her discussions of vital 
materialism, arguing that we have to understand the difference between 
anthropomorphism (so resisted in historical materialism) and anthrpocentrism in order 
to ‘counter the narcissism of humans in charge of the world’91 and uncover a new world 
of resonances and interconnections. Bennett extends the Deleuzian conception of A 
life or what is described in A Thousand Plateaus as ‘virtual’ matter or ‘matter-energy’. 
It is virtual matter that enters and leaves assemblages as ‘a vitality proper not to any 
individual but to “pure immanence”, or that protean swarm that is not actual though it 
is real’.92 I originally saw this as related to anthropological and sociological notions of 
the historicity or ‘social lives’ of objects, the idea that the meanings of things change 
through time or in relation to other things, but Bennett (building on Deleuze and 
Massumi), is thinking beyond this and arguing for an understanding of the autonomous 
vibratory force of ‘[materiality] that is itself heterogeneous, itself a differential of 
intensities, itself a life’.93 This thinking has, in turn, come to influence my positioning 
                                            
88 Bennett, loc. cit. 
89 ibid., viii. 
90 ibid., p. 9. 
91 ibid., xvi. See also p. 120.  
92 ibid., p. 54.  
93 ibid., p. 57. 
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through Bennett’s conception of giving voice to thing-power, turning our imaginative, 
playful and sensory attention towards the uncanny ability of things to demonstrate, ‘a 
liveliness intrinsic to the materiality of the thing formally known as object’.94 
Megan Watkins, in highlighting Spinoza’s distinction between affectus and affectio (the 
force of the affecting body and the capacity of the affected body),95 draws our attention 
to the notion of accumulating affect. Essentially, she argues that the accumulative 
quality of affect has been given limited attention, given the dominant focus on the 
momentary capture of affect in categorised emotions. She cites the ‘interaffectivity’ 
described by Daniel Stern (1985),96 or the sharing of affective states to demonstrate 
the intersubjective relatedness of our beings, to show the ways in which affect is not 
just transitory. She states: ‘Through the iteration of similar experiences, and therefore 
similar affects, they accumulate in the form of what could be considered dispositions 
that predispose one to act and react in particular ways’.97  
The notion that affects can accumulate in the human subject, placed alongside the 
previously considered field of the transmission of traumatic affect and, when applied 
to the non-human environment, can reveal an interconnected and attuned experiential 
reading of how an inspirited landscape might hold (affectio) or accumulate the not-so-
fleeting, transmitted affectus of the past. If we imagine for a moment, a car accident 
has taken place sometime in the past and resulted in an impact with a tree in the forest. 
The driver is dead but the passenger survives. The moment of the trauma, impacts 
upon the bodies of the human occupants, the organic body of the tree, and the body 
of the non-human object, the car. If the current research understanding of trauma is 
applied to this scenario, the full force or affectus of the event cannot be registered, is 
‘missed’, in the surviving passenger alone. Rather, it is transmitted into visible and 
invisible residues of the crash – into the capacity affectio of the landscape through the 
broken glass and twisted metal. Long after the scene has been cleared, the marks and 
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traces of both the organic and inorganic impact are still evident, hidden under the 
foliage of the forest floor.   
The question is – because we know affects can be transmitted across and accumulated 
within living bodies, how does trauma (in its generation of affects too large for a singular 
body to capture) become perceptible as an accumulation of imperceptible traces that 
accumulate? In the imagined inspirited landscape described above, a web of both the 
perceptible and imperceptible, leaky affects are the actants, which at the unassimilable 
and unrespresentable moment of trauma, are transmitted and accumulated in the 
landscape. It is the mutual activation, not the representation, of these actants upon 
encounter that concerns my practice-led research. 
Interdisciplinary Perspectives 
In this section, I provide a survey of the interdisciplinary practitioners who have been 
influential in my decision to address the complexity of the accumulation and 
transmission of trauma, affect and the relation of history to emplaced artistic activity 
beyond the boundaries of a singular disciplinary perspective. The practitioners 
selected and discussed below demonstrate how a rigorous investigation can move 
through different domains of knowledge, each expanding the viewpoints and 
accumulation of experience and knowledge from disciplinary frameworks, to show how 
areas of research with which they engage, intersect and subsequently inform the way 
affect acts as a palpable relational net that holds and binds people, place, perceptions 
and experiences. Their way of approaching the connection of information is instructive 
in terms of the necessity to work across a range of modes and domains of knowledge 
production; as I have done in this project. 
In addition to the practice-led thinkers, who explicitly and deliberately cross-disciplinary 
lines in order to connect up the research that is developed in different ways across the 
world, there are also those operating within distinct disciplinary domains. I have 
gathered these resources here because they 1) either make connections across two 
or more cognate disciplines (such as Art and Architecture or Archaeology and 
Performance) or 2) offer insights that allow me to correlate them with unacknowledged 
companion research. In that regard, I am able to notice and accentuate the 
intersections that support my assertions about place, materiality, affect and inspirited 
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landscape. These insights form connections across contemporary thought which 
become available as methods and strategies that inform the processes and 
understandings developed through creative practice. 
Performative Archaeology  
According to Bernfeld-Cassirer, the metaphor of archaeology can be used to articulate 
a deeply buried past that has become unconscious in the human subject and can be 
resurfaced in a present context.98 Site-specific practitioner, Mike Pearson in 
interdisciplinary collaboration with archaeologist Michael Shanks, articulated a 
convergence of site, archaeology and performance in Theatre/Archaeology in 2001.99 
Pearson and Shanks ask fundamental questions about how particular communities 
relate to the material past around them and their continued excavation of the 
relationship between site, performance, community and archaeology is crucial to this 
project. I will quote one of Pearson’s more recent arguments at length as I believe it 
identifies key links and contextualises my movement across domains of knowledge in 
relation to this project:  
With the accent on the local, the specific, the particular, performance may 
provide as a means of indicating for the popular imagination how we are 
ourselves creating the archaeological. At the most intimate of scales we 
inscribe the urban fabric, with varying degrees of permanence. Both private 
and public domain are marked by our presence and by our passing. 
Inadvertently, quietly, continuously – in the touch of flesh on metal and stone 
– we also leave signature traces: the prints of our bodies. Through our 
passage, movements, moments, actions, encounters, we constantly mark 
our material surroundings. These are the authentic marks of the performance 
of everyday life: the result of routine, tradition, habit, accident, event, social 
ritual – of long-term evolution and unconnected short-term ruptures and 
singularities; of nearness; of dwelling.  
In posing the question ‘Who made these marks?’ performance addresses 
social and ethical issues, engaging with questions of identity, community, 
class and gender; revealing the inarticulate, un-re-garded or disregarded 
practices – anonymous, silent, silenced suppressed, forgotten, 
ignored…Performance itself as a form of deep mapping: an attempt to record 
and represent the substance, grain and patina of a particular place, through 
juxtapositions and inter-weavings of the historical and the contemporary, the 
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political and the poetic, the factual and the fictional, the academic and 
aesthetic depth not as profundity, but as density of both topics and modes of 
address, and in full cognizance of local and personal knowledge.100 
As articulated by Pearson, this conception of how we undertake an archaeology 
through our traces combined with performative engagement as deep mapping, has 
shaped my performative methodology (discussed in the following section of this 
chapter).  
Elizabeth DeMarrais outlines the materiality of the rituals and performances of the past 
through kinaesthetic studies of human movement in order to access and flow across 
landscapes and within monuments. This perspective has opened out an analysis of 
‘the emotions of the past not as internal (and therefore immaterial) phenomena, but 
rather as affective experiences that are embodied encounters among people and 
encounters of past people to the material world’.101 Such performative encounters take 
place in-situ, every day and as we perform our encounters with the material world. By 
adopting this openness to flow, in each of our actions, we encounter our past in the 
present and subsequently perform the immanent affective intra-actions that will shape 
our future. Each day we actively make marks on the topography of the spaces with 
which we engage and, in doing so, subconsciously re-perform old marks as well as 
generate new marks, inscribed on the palimpsest of a place.   
Cultural Geography 
Jane Rendell identifies how the ‘spatial turn’ in the 1970s influenced cultural 
geographers such as Doreen Massey and Edward Soja. Soja, drawing on Henri 
Lefebvre’s The Production of Space (1991), articulated a trilectical approach that 
emerged (Spatial practices, Representations of space and, Spaces of representation) 
arguing not only for the social construction of space but also the spatial construction 
of social relations.102 This attention to the spatialities of encounter opens out new ways 
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of thinking about how spaces and social relations are mutually constitutive, providing 
a unique perspective on how spaces and bodies resonate together and as such, how 
places acquire their particular atmosphere.   
Nigel Thrift continues the concerns of spatial theory in cultural geography as well as 
engaging a posthumanist philosophy of affect to give further weight to ‘the vast spillage 
of things’103 in Non-Representational Theory: Space/Politics/Affect (2008). Most useful 
to this project is his analysis of the cognitive and pre-cognitive assists and entities at 
work which give spaces an active quality. He notes that what is needed is; ‘A new 
sense of space as folded and animate’, one that assumes a moving point of view, a 
‘nomadologic’ rather than a monadologic perspective.104 My research has also drawn 
upon how such perspectives require a consideration of the politics of what Peggy 
Phelan (1993) calls the ‘unmarked’, that is, ‘an attempt to find, value and retain what 
is not marked as ‘here’ yet palpably still reverberates; invisible dust still singing, still 
dancing’.105 Thrift argues that in order to perceive the ‘unmarked’ new, non-
representational, extended and playful modes of spatial awareness106 are required to 
understand the affective interrelationship of how human and non-human bodies guide 
each other on particular pathways in space-time. My project investigates the site-
specific creative practices to articulate and render the ‘unmarked’ perceptible and the 
‘invisible’ singing dust, audible.  
Nigel Thrift describes the movement beyond systems of representation concerned with 
symbolic meaning in cultural geography, anthropology and contemporary cultural 
theory, to deal with the everyday as we encounter it, now, through new understandings 
of the performative, redefining what counts as an ‘actor’.107 He also applies this line of 
reasoning to relocating the generation of meaning through processes of engagement, 
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emergent practical knowing and dialogical relations.108 It is important to note that Mike 
Pearson discusses Thrift in this context which points toward the importance of 
interdisciplinarity when attempting to address the crucial aspects of life, persistence 
and change.  
Karen Barad also asserts that a performative understanding of our research practices 
can reveal how our knowledges are not produced by distant observation and detached 
representations of phenomena but from what she describes as ‘a direct material 
engagement with the world’.109 This shift in our understanding regarding the production 
of knowledges beyond our representations of the world as distant, observable 
phenomena towards the knowledges produced in entangled material engagement 
became cognisant throughout the research project and are further supported here by 
the seminal contribution of Tim Ingold to both anthropological and artistic discourses.  
Cultural Anthropology 
Tim Ingold’s The Perception of the Environment: Essay’s on livelihood, dwelling and 
skill (2000) as well as his more recent anthropological study of Lines: A Brief History 
(2007), are key to understanding his conception of a ‘poetics of dwelling’110 or the 
socio-cultural construction of the living landscape as well as the sentient engagement 
with the living and non-living ecologies of our surroundings.  
The temporality of the landscape and the processes of social life that he interrogates 
emerge as a phenomenon he has coined the Taskscape,111 understood as the 
multitude of relations, the tasks of dwelling, the movements, interactivities and patterns 
of activities constantly under-construction, in-progress, becoming that give places their 
particular ‘feel’ or atmosphere. A Taskscape as the active form of the landscape is on 
the move, in action; essentially, an affective field. An inspirited landscape. For Ingold, 
perceiving the landscape is also an act of remembrance, with the material past woven 
into the entire texture of its multi-surfaces.  
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Ingold’s Taskscape and Pearson/Shanks site-specific archaeologies of the recent past 
demonstrate how our histories are woven into the topological fabric of our living 
landscapes, the crossing of two threads the warp and the weft, one horizontal (the 
material present) and one vertical (the material past), one taut, (the warp) the other in 
constant undulating communication (the weft) as it intertwines with the first, 
demonstrating the necessary collapse of our oppositions, without which, nothing of 
substance can be generated.  
In developing my understanding of a relationship between anthropology and 
archaeology, I was able to perceive how both disciplines educate their senses and 
focus their attention toward the stories and embodiments of past and present 
relationalities. In doing so, they correlate the marks made with the traces left in an 
effort to find the potentialities of our intra-affectivity (named after Barad and Stern), that 
is constantly active through space and time. The affects of the past and the affects of 
the present do not interact- they are not independent of each other; rather these affects 
intra-act, they emerge from within the relationship in a co-constitutive way.  
Affects can be transmitted across bodies and they can be seen to accumulate within 
certain bodies, but the most pertinent consideration in regards to this project is that 
affects are generated in the encounter of bodies. In other words, the reason I feel 
‘something there’ in a site is not due to one independent agential force meeting 
another. There is not a ghost of a strangled woman waiting in the bushes, or a ghost 
flock of birds sitting in a meat factory waiting for me to ‘discover’ them. The affective 
field is generated in our chance encounters, our agency and hence ability to affect 
each other is mutually constituted in relation, through our intra-affectivity. Art and 
performance are dedicated to experiential and situated understandings of the 
exchanges and becomings of affect that take place in the world where events happen 
and the materials of that world or materiality as a mode of fleeting capture can be 
accessed to explore and produce affects.  
Arts Discourse and Arts Practice 
Writing about arts discourse, artworks and art processes constitute a body of 
knowledge that informs the way this project is activated and engaged through artistic 
practice. In my project, there has been a movement through and across performance-
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based and visual-arts areas of arts practice and the theoretical domains that inform 
each one. The trajectory of my site-specific practice, from Anthology through to TIDE 
(that will be explicated in the following two chapters), also tracks a movement from a 
theatrical mode of working that privileges place, story, ritual and community 
engagement (the social sacred as transcendent and restorative) to a performative and 
participatory mode of installation practice (the social sacred as immanent and 
experiential). Both modalities emphasise what Claire Bishop defines as the collective 
dimension of social experience.112 This movement across different modes of arts 
process and arts production will be the focus of discussion of specific works in 
Chapters 3 and 4. 
At the heart of the ‘energies’ of social exchange in live site-specific performance and 
installation is the concept of immersion. Immersion accurately describes the intensities 
that become possible by the total submergence of spectators in carefully designed 
environments. ‘“Immersive theatre” has become a widely adopted term to designate a 
trend for performances which use installations and expansive environments, which 
have mobile audiences, and which invite audience participation’.113 In the context of 
performing arts, PunchDrunk are positioned as the exemplars of the immersive theatre 
genre. Creating large-scale, dream-like and psychological absorptive installations, 
cinematic in scope and scale, spectators are submerged into the world of the 
performance on a multi-sensory level. Unlike the Greek theatre, the spectators are 
masked while the players are visible, a contemporary ritualised inverted witnessing. 
Christopher Innes (2012) has provided a comprehensive survey of the relationship 
between ritual (with its mythical and archetypal emphasis rooted in the Greek origins 
of tragedy) and the Western avant-garde movements of the 20th century driven by 
political modes of social exchange. He makes a convincing argument that the common 
theme of a return to transcendence via performative and communal acts lies at the 
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heart of these movements.114 This is evidenced through the work of Antonin Artaud’s 
Theatre of Cruelty which utilised bodily ritualised practices to reduce the distance 
between spectator and audience, the political drive for social justice in the work of 
Augusto Boal (spect-actors) and beating through the secular movements of the 1960-
70s including Jerzy Grotowsky, Peter Brooke’s Open Theatre, Beck and Malina’s 
Living Theatre and the work of Richard Schechner, whose influence upon 
contemporary performance theory and its dissemination across multiple fields of 
discourse is evident in the transdisciplinary adoption of the ‘performative’ as central to 
the development of new research trajectories.  
In his essay Environment,115 Baz Kershaw identifies Richard Schechner’s, ‘Six Axioms 
for an Environmental Theatre’ (1968) and his work with The Performance Group in the 
1960s and 70s as having a significant influence upon the way performing artists have 
not only engaged with rituals to activate audience-performer exchange, but also with 
environments. This engagement has influenced the development of site-specific 
performance practices from the 1980s onwards. Furthermore, Kershaw argues that a 
dominant ideology of a ‘conquest of space’ and occupation paradoxically infused many 
aspects of the environmental and site-specific theatre movements of this era, but 
recent innovative practices that engage site and environment are re-drawing 
inspiration from ecological history and philosophy (seeded in the 1960s) and ‘new 
global environmental movements’.116 
In the visual arts, the drive to encourage exchange and participation was also seeded 
in the avant-garde movements of the 20th century. As Anna Halprin wrote in 1968; ‘I 
want to participate in events of supreme authenticity, to involve people with their 
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environment so that life is lived whole’.117 These movements (as reviewed below) 
ushered in a collapse of performative modality, spatial practices and material 
exploration. 
In the introduction to her collection of influential essays, Participation (2006), Claire 
Bishop chronicles how, in the 1920s, an overarching anarchic drive to collapse private 
and public life is evidenced in the work of the surrealists, Andre Brenton’s ‘artificial 
hells’, as well as Futurists and Dadaist ‘events’. Describing a lineage that lead to Guy 
Debord and the Situationist International, Bishop cites two major influences: Brechtian 
‘alienation’ (the theatrical principle, designed to reduce the empathetic immersion 
created by naturalistic theatre, by demanding spectators take up a critical position in 
relation to the situation witnessed on the stage) and Artaud’s Theatre of Cruelty. She 
posits that these influences end up as a primary impetus to smash through the slumber 
of the capitalist spectacle. The continuing intractability of art, politics, environment and 
life drove the participatory modes of visual arts practice through to mid 20th century, 
with influential artists such as Yoko Ono, Allan Kaprow and Joseph Beuys (social 
sculpture) forming part of the impetus for the Fluxus movement and Happenings of the 
late 1950s through to the body, land and performance art movements of the 60s and 
70s. The collapsing together of theatre, performance, fine art and installation began to 
offer different way of using life itself in the exploration of knowledge and experience.  
Influenced by the avant-garde drives aforementioned, as well as minimalist sculpture, 
installation art ‘proper’ emerges in the 1970s and 80s as a situation or whole 
environment we are invited to enter. Bishop’s Installation Art: A Critical History 
(2005)118 provides an overview of interactive and participatory installation practices 
that integrate heightened levels of embodied interaction and therefore generate greater 
degrees of ‘affect’, precognitive experiencing of place, landscape and site.  
Bishop develops four modalities of installation practice and their theoretical impetus.119 
The first category of installation is defined by the influence of Freud and cites the 1938 
International Surrealist Exhibition as paradigmatic for the dream-like, absorptive 
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environments or the ‘total installation’ as coined by Ilya Kabakov. His installation, The 
man who flew into space from his apartment (1985) is typical of the immersive scene 
in three dimensional space where the viewer becomes the actor as they are 
psychologically engulfed by the work. The second category of installation is defined 
through the philosophical influence of Maurice Merleau-Ponty’s The Phenomenology 
of Perception (1962) along with minimalist sculpture of the 1960s, exemplified in 
Robert Morris’s Plywood Polyhedron’s (1964). This grouping can be characterised by 
a concern with embodied perception as structures activate the space (as in Morris) or 
sensory phenomena as primary content for example James Turrell’s immersive light 
installations. The third category is one Bishop calls ‘mimetic engulfment’120 in which 
space becomes intangible (for example in complete darkness or engulfing sound) with 
the aim of completely merging the spectator into the environment potentially 
annihilating them completely. The fourth and final category is largely influenced by 
Nicolas Bourriaud’s Relational Aesthetics (1998)121 and describes the type of 
activated, encounter based, relational, spectatorship witnessed in art practices so 
prevalent today. In this type of practice, the spectator becomes a full participant, they 
are given a role in the group work, becoming part of a playful, relational process.  
The approach to installation is crucial to understanding the trajectory of my PhD 
project. The particular shift in my creative practice, which has always retained a site-
specific character has moved from a theatrical, restorative base of practice – to a 
participatory, affective, relational aesthetic which describes the change across the two 
major works of the PhD, from post-dramatic work, Anthology to installation and 
participatory work, TIDE.  
This movement can be understood through an ethos or mode of theatrical engagement 
exemplified by Romeo Castellucci, who states that ‘Only the unrepresentable is worthy 
of representation’.122  For Castellucci, tragedy, is the form we return to over and over 
again in an attempt to understand inexplicable things such as unthinkable violence, 
system collapse, death or the complete loss of hope. He also suggests that the gaze 
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of the spectator needs to become that of an affective witness, closer to that of a child, 
using the term infans  or ‘unable to speak’.123 The proposition is that the way children 
process the world, through an enlarged space of sensual, visual and aural attention 
(before they gain the ability to integrate these experiences into the symbolic structure 
of language) is a powerful model for creative processes. This understanding of 
affective witnessing became central to my creative processes in the development and 
realisation of TIDE. 
Site-Specific Performance  
I can also see this movement brewing and taking shape across the past 20 years of 
my site-specific practice – from its inception with Splinters Theatre of Spectacle to my 
more recent work with the Red Cabbage Collective. This trajectory has demonstrated 
to me how immersive performance strategies and installation tactics engage 
spectators in active exchange and participation. Nevertheless, my practice can only 
make claims of touching upon the ‘the social sacred’ when a community of artists 
opens to a deep immersion with the environments, sites and peoples with which they 
are in communion. This deep immersion occurs through acts of ‘place-making’ rather 
than ‘site-occupying’, participatory and true communal experiences for artists and 
communities can be the resulting ‘affect’.  
In the last two decades, as the influence of site-specific performance practice has 
spread across disciplinary boundaries, there have been numerous practitioners that 
have attempted to outline schematic typologies of site-specific practice. Gay McAuley 
outlines a particularly useful set of categories that explain her preferred usage of ‘site-
based’ rather than ‘site-specific’.124 The three categories are: 1) Formal and aesthetic 
relationships to site, where sites are chosen to support the needs of a particular 
production that is often already in development; 2) Work that develops from an 
engagement with community and the sites of importance to that community; ‘The 
dominant relationship is between artist and community, and the involvement with place 
emerges from that, but the performance is not tied to a specific place and can 
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successfully be taken to other places, notably theatre festivals’125 and finally; 3) The 
type of work that is made from and bound to a specific place and its people, history 
and politics and cannot travel i.e. site-specific.  
Ilya Noé describes the plethora of terms to describe site-based practice that have 
recently emerged as a ‘battlefield’, with variations in practice and engagement 
described as site-responsive, site-sympathetic, site-relational and so on identifying 
‘site-particular’ to delineate her inter-relational and situated approach that ‘attends to 
site not as something that pre-exists either formally, conceptually, or ideologically, but 
as something that is constructed performatively out of the exchanges between artist, 
environment and audience’.126  
Returning to concerns brought in from Mike Pearson’s Site-Specific Performance 
(2010), the shift from site as a fixed location to the performative co-construction of a 
site through encounter and exchange is most useful to this project. Pearson maps how 
shifts in practices over the last decade reveal a change from fixity to mobility; from 
architectonic to peripatetic manifestations; from expositional to relational modes; from 
(citing Doherty, 2004) ‘the spectacular re-enactment to the quiet intervention, from 
remedial collaboration to dialogic, open-ended process’.127 Fiona Wilke has observed 
that developments in contemporary arts practice have led to broader interrogation of 
site from cultural resonances of one particular site, to active rethinking of how ‘site’ is 
constituted and how sites are created in the encounter.128  
To reiterate some key points is this section on interdisciplinarity that emphasise the 
movement from the spectacular re-enactment to the quiet intervention crucial to the 
development of the PhD project (and evident in the movement from Anthology to 
TIDE): Jane Rendell teases out the intersections between site-specific public art and 
architecture through ‘critical spatial practice’, drawing on contemporary 
interdisciplinary spatial theory and (like Pearson, Thrift and others) incorporating 
geography, anthropology, cultural studies and history to develop understandings of site 
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‘beyond location but instead in relation to performance and ethnography’, such as Nick 
Kaye’s ‘site as a performed place’.129 Pearson articulation of the site-specific 
performance approach as ‘place-making’ (as opposed to ‘site-occupying’)130 is most 
useful when considering how the principles of ‘localised practice’, ‘signature traces’, 
‘the marks of the everyday performance of life’ and ‘deep mapping’ manifest in artistic 
practice.  
In order to perform these localised practices and enact our deep mappings, we firstly 
need to locate the places in which to practice our affective witnessing and communion. 
The locating and mapping processes inherent to the practice of psycho-geography can 
be an invaluable tool in this regard.  
Psycho-geography 
We have to find concrete techniques to revolutionize the setting of everyday life   
      Guy Debord One Step Back 1957 131 
The practice of mapping the vast and complex social space of the city by means of the 
dérive or ‘drift’ amongst and within its atmospheric currents was coined ‘psycho-
geography’ by Marxist theorist Guy Debord (1955). Emerging from the Lettrist and 
Situationist International movement in France, and influenced by the Dadaist and 
Surrealist fascination with the unconscious in all its manifestations, psycho-geography 
broadly speaking is ‘the point at which psychology and geography collide, a means of 
exploring the behavioural impact of urban place’.132  
Mervin Coverley provides a comprehensive map of the historical, philosophical and 
literary origins of the idea of psycho-geography. He begins with what he calls ‘the 
prototype psycho-geographical report’,133  which includes Daniel Defoe’s Journal of the 
                                            
129 Rendell, op. cit., p. 15. 
130 ibid., p. 68. For further intersections between site/place-making and performance see also E. S. 
Casey,The fate of place- a philosophical history, University of California Press, Berkeley, 1998; M, 
Diaconu ed, Senses and the city: an interdisciplinary approach to urban sensescapes, Forschung und 
Wissenschaft, Austria, 2011; G. Giannachi, N. Kaye & M. Shanks, M eds, Archaeologies of Presence: 
Art, Performance and the Persistence of Being, Routledge, Abingdon, 2012; S. Hornstein, Losing Site: 
Architecture, Memory and Place, Ashgate Publishing Ltd, Farnham, 2011; Tompkins, J & Birch, A eds., 
Performing Site-Specific Theatre: Politics, Place, Practice, Palgrave Macmillan, New York, 2012. 
131 As reproduced in T. McDonough, Guy Debord and the Situationist International: Texts and 
Documents, MIT Press, Cambridge, Mass, 2002, p. 26. 
132 M. Coverley, Psychogeography, Oldcastle Books, Chicago, 2010, p.10. 
133 ibid., p. 15.  
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Plague Year (1722) before locating the concept in the London ‘visionary tradition’ of 
William Blake, Thomas de Quincey’s ‘urban wanderer’ and Robert Louis Stevenson’s 
‘mental traveller’ within the dreamscape of the urban gothic genre. He then locates the 
idea of the Flâneur134 (or solitary stroller) arising out of Edgar Allen Poe’s The Man of 
the Crowd (1840) and later coined in Walter Benjamin’s The Arcades Project (1927-
1940) as a major influence on Debord and the Situationist International and 
subsequently on the creative resistance of Michel de Certeau’s ‘Walking the City’ in 
The Practice of Everyday Life (1980). This is lineage is linked to the contemporary 
resurgence of psycho-geography, most notably the walking tours and re-mappings of 
London by Iain Sinclair. Contemporary fascination and popularity of the practice tends 
to be related to the discovery of forgotten places, local history, touches of the occult 
and ‘research that increasingly contrasts a horizontal movement across the topography 
of the city with a vertical descent through its past’.135 The lineage of psycho-geography 
outlined by Coverley, attests to the ongoing need to weave amongst past and present 
and to feel different aspects of individual and collective life through places. 
My subjective interests as activated within project are certainly aligned with the 
fascinations of psycho-geography, specifically this notion Coverley articulates 
regarding the weaving together of a horizontal trajectory and vertical descent in 
operation within a particular location. I have found psycho-geography a way to make 
more ‘concrete’ and accessible the playful and contemplative zone of inquiry, of 
skipping amongst ruins; discovering forgotten spaces, traces and affects; exploring the 
zones ‘between’ what is actual, embodied and imagined in my practice-led research. 
Practice-led Research 
The last aspect of the survey of the interdisciplinary theoretical landscape underpinning 
my project is research into modalities of creative arts research. Since this project 
operates through the discipline of practice led research, the fundamental principles of 
the interrelationship of practice and theory must also be investigated. It is the, 
generative, reflexive, tacit (‘skills developed and applied in practice and apprehended 
                                            
134 ibid., pp. 11-13. 
135 ibid., p. 14. 
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intuitively’136) and situated137 knowledge production through practice and emergent 
knowing as enquiry138 that are central to the overall project.  
Estelle Barrett and Barbara Bolt (2010) suggest that core to the discipline of practice-
led research is Heidegger’s concept of ‘praxical knowledge’ or, ‘what he theorised as 
the material basis of knowledge, provides a philosophical framework for understanding 
the acquisition of human knowledge as emergent’.139 Bolt argues that Heidegger’s 
assertion that ‘we come to know the world theoretically only after we come to 
understand it through handling’ relates to ‘a very specific sort of knowing, a knowing 
that arises through handling materials in practice’.140 This positioning of creative 
practice constitute more than an approach; it is an ethos. Paul Carter locates the 
connection of discourse and materiality squarely in the realm of creative research: 
Creative research deals in matter that it signifies. It is a discourse of material 
signs. To say this is not only to redefine the meaning of ‘sign’ but to 
reconceptualise matter. Matter ceases to be solid. Its beau ideal is no longer 
the marble from which the sculptor excavates an image. Instead matter 
becomes mobile.141 
Practice-led research is a mode of academic knowledge production or ‘practice 
thinking’.142 This approach is based on the premise that, researchers learn through the 
materiality of ‘making’ just as other academic modes of practice interrogate or 
contribute to a concern to accommodate. Paul Carter, in Material Thinking (2004) 
describes this approach as ‘understandings of the subjective and relational dimensions 
                                            
136 ‘Pierre Bourdieu argues that tacit knowledge and the alternative logic of practice underpins all 
discovery; and yet they operation of this logic is often overlooked because it is subsumed into the rational 
logic of discursive accounts of artistic production’ Bolt in E. Barrett & B. Bolt, eds., Practice as research- 
approaches to creative arts enquiry, I.B. Tauris, London and New York, 2010, p. 4. 
137 Lynette Hunter interrogates the term ‘situated’ knowledge from its disciplinary connections in studies 
in ‘ways of knowing’ coming from the ‘margins’ of society (Black, Indigenous, Feminist scholarship) and 
studies tied to tacit and intuitive knowledge in L. Hunter, ‘Situated Knowledge’ in S. Riley & L. Hunter 
eds., op. cit., pp. 151-153.  
138 See also B. Haseman, ‘A Manifesto for Performance Research’, Media International Australia 
Incorporating Culture and Policy, vol. 118, no. 1, 2006, pp. 98-106 and A. Oddey, Re-framing the 
theatrical- interdisciplinary landscapes for performance, Palgrave Macmillan, Basingstoke, 2007.  
139 Barrett & Bolt, op. cit., p. 6. 
140 Bolt as summarised in H. Smith & R. T. Dean, Practice-led Research, Research-led Practice in the 
Creative Arts. Edinburgh University Press, Edinburgh, 2009, p. 6. See also Bolts comprehensive 
discussion of Heidegger’s Praxical knowledge in B. Bolt, Art Beyond Representation: The Performative 
Power of the Image, I.B. Tauris, London and New York, 2004.  
141 P. Carter, Material Thinking: The theory and practice of creative research, Melbourne University 
Press, Carlton, Victoria, 2004, p. 182. 
142 S. Kelly, ‘Medium’ in Riley & Hunter, eds, op. cit., p. 142. 
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of the artistic process’.143 Susan Kelly adds to the description, asserting how practice-
led research has become;  
A powerful framework within which we can fundamentally question the ethics 
of knowledge, how we know what we know, from what position we know it, 
and produce situations and strategies for not just knowing something new, 
but more importantly knowing it in a different way.144  
Artistic researchers and practitioners have long argued for the need for a new research 
paradigm that can handle the complexities of designing, implementing and evaluating 
practice-led artistic research (one that does not involve compromising the primacy of 
the practice and its embedded epistemologies in a research project by manipulating it 
to fit within existing and established qualitative frameworks). For example, Barrett and 
Bolt argue that, while there are obvious alignments with some methodologies from the 
qualitative tradition (ethnography, action research to be specific), a new paradigm of 
‘performative research’ grounded in material forms of practice is required.145 The 
particular philosophical and practical demands of this project operate differently when 
interrogated through the framework of practice-led research.  
Interdisciplinarity 
Although a thorough ethnographic catalogue of localised artistic practices that includes 
detailed interviews with both indigenous and non-indigenous site-based artists does 
not currently exist – it is possible to correlate, integrate and listen to the multiple voices 
within and across communities through inclusive, immersive and performative 
research. Such a catalogue would be invaluable and change the landscape of arts and 
cultural research.146  
                                            
143 Barrett & Bolt, op. cit., p. 5.  
144 Kelly, op. cit., p. 142. 
145 Barrett & Bolt, op. cit., pp. 148-151. See also P. Leavy, Method meets art: Arts-based research 
practice, Guilford Publications, n.p, 2015. Patricia Leavy provides a comprehensive overview of the 
quantitative research paradigm driven by positivism and the emergence of qualitative paradigm in the 
early 20th Century that was driven by existing limitations enforced by quantitative research methods. 
She maps the spread of ethnography out of anthropology into sociology, feminism and beyond that was 
hounded with claims against its validity and ‘trustworthiness’ to provide an historical context for the 
lingering resistance faced by arts based researchers and practice led researchers in the academy.  
146 Gay McAuley is the leading voice in the comprehensive study of specific site-based practices in an 
Australian context that, implicitly address cultural trauma and explicitly address attunement to place 
through site-specific work. See G. McAuley, ‘Site-specific performance: place, memory and the creative 
agency of the spectator’, Arts: The Journal of the Sydney University Arts Association, no. 27, 2012, pp. 
31-33; G. McAuley, ‘Unsettled Country: Coming to Terms with the Past’, About Performance, No. 9, 
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The need to understand how trauma, history, memory and affect manifest their traces 
in places we might call ‘inspirited’ comes first. This must be accomplished through an 
interdisciplinary endeavour. One that has many ways to listen to the recounted 
experiences and become attuned to the affects of site, history, memory and landscape 
(specific to Australia) and the inspirited imprints that can be accessed. In order to do 
this, we must first attend deeply to these places and the communities that exist within 
and around them. Creative arts practice-led research acknowledges the complexity 
and collaborative challenge presented and proceeds by foregrounding the affective 
engagements (affecting and being affected), for the researcher, collaborators, 
participants and by-standers.  
In many of the sources cited in this section on interdisciplinary research, there are 
explicit calls for interdisciplinarity (Pearson 2012, 2010 & 2001, Thrift 2008 & Ingold 
2000). In the sources where no explicit call is made, there is nevertheless, an implicit 
argument for inquiries to be interdisciplinary, either through the incorporation of other 
perspectives or through the explicit and active engagement with others.  
The theoretical framework described above, which maps out the area of my inquiry 
from the overlap and intersection of many disciplinary fields and domains of inquiry – 
leads directly into the question of methodology. More precisely, how will the research 
accumulated here be connected to inform my decisions and activate the processes? 
The making of Anthology and TIDE have functioned as a staging of questions, 
therefore the methodology is ‘…necessarily emergent and has been subject to 
repeated adjustment, rather than remaining fixed throughout the enquiry’.147 While 
uncertainties can motivate research, it is balanced with experience and context that 
motivate decision-making. The process of making clear decisions that orient thought 
and direct processes is always weighed against openness and inclusivity; a balance 
                                            
2009,pp. 45-65, ISSN: 1324-6089> accessed 02 May 17; G. McAuley, ed., Unstable ground: 
Performance and the politics of place, P.I.E. Peter Lang, Brussels, 2006; G. McAuley, ‘BodyWeather in 
the Central Desert of Australia: towards an ecology of performance’, Théâtre, espace sonore, espace 
visuel: Actes du colloque international, 2000, <http://dequinceyco.net/wp-
content/uploads/2010/10/gm_firt_2000.pdf> accessed 04 June 2017. See also H. Böttcher & A. 
Ludewig, ‘Performing Haunting Histories: A Psychogeographical Reading of Two Site-Specific 
Performance Projects on Rottnest Island’, Australasian Drama Studies, no. 66, 2015, pp. 179-201 and 
L. Law, ‘The ghosts of White Australia: Excavating the past(s) of Rusty's Market in tropical 
Cairns’, Continuum, vol. 25, no. 5, 2011, pp. 669-681. 
147 Barrett & Bolt, op. cit., p. 6. Italics in original. 
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that a creative methodology continually reflects upon. Practice-led research requires 
that the iterations and evolution of my performative installation practice (within two 
specific sites) is sensitive to and focused on immanence through intra-affectivity, 
participatory action and vital materialism in-situ.    
Activations: Methods and Methodological Considerations 
It would contravene the values of this research project to not acknowledge and position 
upfront Indigenous ways of knowing and what I have been describing as the 
‘inspiritment’ of Australian Land and to state that this project is not contributing to 
Indigenous scholarship directly. To address the complexity that encompasses 
Dreaming’s, oral histories, song-lines and languages; deep and complex ecological 
ways of understanding the ancient country of Australia, transmitted through the 
generations of the oldest human culture on Earth is beyond the scope of this project.148 
The research is not about indigenous ways of knowing but the investigation into 
inspirited landscapes crosses into events and knowledges that draw upon and speak 
to the treatment and experience of indigenous peoples in relation to the historical 
erasure evident in the sites in question.  The care taken in the methodology in regards 
to encounters with the land;  the sensitivity in regards to buried and traumatic histories 
present in the practices on site; and the acknowledgement of the post-colonial 
perspective has informed every iteration of the research.  
                                            
148 Critiquing and decolonizing Western research positions where Aboriginal peoples and ways of 
knowing have traditionally the ‘subject’ of research, Indigenous scholars and thinkers are developing 
their own research paradigms and processes. See L. T. Smith, Decolonizing methodologies: Research 
and indigenous peoples, Zed Books Ltd, 2013; K. Martin, and Booran Mirraboopa. ‘Ways of knowing, 
being and doing: A theoretical framework and methods for indigenous and indigenist re-search.’ Journal 
of Australian Studies 27.76, 2003, pp. 203-214; S. Wilson, Research is ceremony: Indigenous research 
methods, Fernwood Publishing, Black Point, NS, Canada, 2008. See also J. Atkinson, Trauma trails, 
recreating song lines: the transgenerational effects of trauma in indigenous Australia, Spinifex Press, 
North Melbourne, 2002; T. Birch, ‘Death Is Forgotten in Victory’: Colonial Landscapes and Narratives of 
Emptiness’, Object Lessons: Archaeology and Heritage in Australia, Australian Scholarly Publishing, 
Melbourne, 2005.   
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It is vital to explicitly acknowledge and frame the Indigenous collaborations and 
exchanges that have been central to developing my understanding of the inspirited 
landscapes under consideration in this research. Cultural information regarding deep 
connections to Country and the knowledge exchange of certain oral histories must be 
understood from within in the collaborative and aesthetic context of each project. 
Ngunnawal man, Tyrone Bell was a paid artist on the Anthology project and Senior 
Elder, Aunty Doreen Garvey-Wandin and Elders Aunty Gail Smith and Aunty Julianne 
Axford at the Wurundjeri Tribe Land Compensation and Cultural Heritage Council were 
engaged for an official cultural consultation regarding the use of the Royal Park grass 
circle in TIDE. 
Contemporary site-specific art and performance practices are united by a fundamental 
concern with encounters within complex ecologies and understandings of site, space 
and place. The term that defines the dominant methodological tools that have been 
chosen for this project is site-specific performance, even though the processes and 
works produced have moved across a range of site-specific practices that can be 
traced to both theatre and visual art traditions. They are however, always actions and 
processes specific to a site, grounded in performativity and materiality.  
Applying the principles articulated by Pearson, specifically the models and 
approaches149 to site-specific practice he outlines, leads to practical ways of 
understanding that occur through a particular mode of gathering information in relation 
to site, and producing knowledge differently through specific situated practices and 
constellations.  
Karen Barad’s notion of intra-activity is also crucial here. Utilising site-specific 
performance as a method of activation attends to Barad’s notion ‘that experimenting 
and theorizing are dynamic practices that play a constitutive role in the production of 
objects and subjects and matter and meaning’.150 The site-specific practices I have 
utilised interrogate the concept of ‘inspirited landscapes’ from a situated perspective 
                                            
149 Pearson, op. cit., pp.19-46. Beginning with psycho-geography, Pearson outlines a number of models 
for site-specific performance practice, including phenomenology or experiencing, art/modelling, 
architecture; occupying and programming, mobility and archaeology/marking. His comprehensive 
outline of methods and approaches has been a significant influence in the development of the specific 
methodologies employed in this project.  
150 Barad, 2007, op. cit., p. 56.  
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not from the outside. These practice-based enactments are performative, they are 
becomings, and new knowledge is produced in ongoing intra-action with site, bodies 
and materials.151  
The methodological design that has emerged in the context of this practice-led and 
site-specific project and which has activated my practice, consists of three interwoven 
ways of making: ‘Immersing’, ‘Resurfacing’ and ‘Materialising’. 
‘Immersing’, ‘Resurfacing’ and ‘Materialising’ are the lenses through which to talk about 
the means to activate and handle the theoretical concerns, the experience of artwork 
and reflection on my practice that are relevant to this project. They all emphasise active 
engagement and the encounter with others and the transmission of affects. These 
operations or activating processes are also inherently transformative and constitute a 
not-knowing-what-to-do-until-WE-do-it, model of reciprocity and exchange. Not-
knowing-what-it-will-become-until-WE-have-done-it philosophy of making. Not only 
operative, these concepts of process are performative modes of exchange between 
human subjects. Although this mode of exchange has long been known, I have come 
to understand these relational qualities and emergent principles: as they occur within 
human-non-human modes of transmission and exchange; as they are applied to 
materials and environments as well as peoples in relation.  
Graeme Sullivan suggests that a conventional research approach moves from what is 
‘known to what is unknown’ and new knowledge is constructed by identifying gaps in 
existing systems and using existing methods to confirm the plausibility of the new 
knowledge. In practice-led research, we move from ‘unknown to known’, taking 
‘imaginative leaps’ that can ‘lead to critical insights that can change what we know.152 
As I discuss each of these modes of activation in turn it is important to note that they 
do not and cannot remain separate, recursively affecting the process, looping back and 
pulling the project ahead and side to side, much like a boat on the open waters. 
                                            
151 See Barad, 2003, op. cit., p. 803. In this article, Barad makes a compelling case for a movement from 
representationalism to a performative metaphysics in research methodology design. Central to her 
‘agential realism’ is her materialist, naturalist and posthumanist elaboration of performativity that posits 
‘matter as an active participant in the world’s becoming, its ongoing “intra-activity”’.  
152 G. Sullivan, ‘Making Space: The purpose and place of practice-led research’ in Smith & Dean, op. 
cit., p. 48.  
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Immersing 
 
To Immerse153 
1. with object Dip or submerge in a liquid.  
2. To “immerse oneself" or "be immersed” Involve oneself deeply in a particular 
activity. Absorption (in thought etc.) 
In ‘immersing’, I plunge in, I am engulfed, the I-of-me becomes less interesting, or even 
invisible for a brief time. I give myself over. I am yours. You are mine. I am the dark, 
you are the deep. I am constantly holding my breath because I am terrified. I am 
submerged by something beyond my full control and therefore transcend my own 
limits. I face the idea of WE. Immersive artworks and performances optimise this 
experience by setting up conditions that make this movement possible. 
Immersing involves thinking in/through encounters. From older forms of restorative 
artistic driven rituals through to newer modalities of participation, through immersion 
one gives oneself over to relationality in a given environment. This process is the 
gateway to becoming open to a reciprocal, social sacred. In immersing, I am giving up 
my notions of individual agency, the distinctions between subject and object, cause 
and effect. I submerge myself into an understanding that my agency does not exist 
separately, but emerges from relationships in intra-action. If my ability to act emerges 
in this way, then it follows that my ability to be affected emerges through intra-
affectivity, through the entanglement of affects.  
I draw upon a community of artistic practice to bring this understanding to the surface. 
I draw upon and deploy processes made possible by Karen Barad and Baz Kershaw 
to guide me.  
 
 
                                            
153 https://en.oxforddictionaries.com/definition/immerse 
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Resurfacing 
To Resurface154  
1. with object: Put a new coating on or re-form (a surface, especially a road) 
2. no object: Come back up to the surface of water. 
3. Arise or become evident again. 
4. (of a person), come out of hiding or obscurity. 
In ‘resurfacing’, I aim to draw to the surface things that have been forgotten or hidden. 
Sometimes I recover them and sometimes I ‘gloss over’ them, especially those things 
that are painful to witness or be. I cover things up, I dig in a different place, I stop 
digging, I dig deeper. I worry things might become damaged by my digging. I worry I 
might damage myself. I cover them all back up. I dig in a different place and so on. 
Resurfacing is a dance of exposing and hiding; revealing and covering; making and re-
making. When the hidden and the covered is glimpsed, and things come back up to 
the surface for a quick breath, the memory of WE becomes possible. 
Resurfacing points to contexts and layers. I am fascinated by the history of the sites 
under consideration, the written and acknowledged histories as well as the buried and 
hidden ones. I primarily utilise Mike Pearson and Michael Shanks in the acts of 
resurfacing.  
Materialising 
To Materialise155  
1. Become actual fact; happen 
2. Appear or be present when expected. 
3. (of a ghost, spirit, or similar entity) appear in bodily form. 
4. with object; Represent or cause to appear in bodily or physical form. 
In ‘materialising’, I conjure things up. I delve into and fossick about in the muck of a 
moment and beg, petition (and re-petition) for things to appear. The things appear and 
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together, eventually, stuff happens. The things that happen bring about the activation 
specific to what I bring to bear and in the ‘handling’ and the practice of handling, the 
WE happens, in a variety of modalites; becoming the present, embodied, outcome. I 
draw upon Jane Bennett to materialise.  
The following section provides examples of immersing, resurfacing and materialising 
as they operate in site-specific projects and activate in material-specific research 
environments.  
Collaboration: Complexities and exchanges 
The complexities of collaborative artistic exchanges are far beyond the scope of this 
investigation. Yet, this project has embraced the collaborative spirit through each 
iteration of the practice-led research.   
The Anthology project was seeded by Pip Buining who sought me out as a co-producer 
and installation artist on a Centenary of Canberra project. Essentially, the brief was to 
find an interesting site in which to tell the stories of the workers who had built the city 
of Canberra. Together, we located and networked within and amongst a number of 
sites, including the Canberra Railway Museum, before settling on Stirling Park in 
Yarralumla, which in large part, was due to the connection Buining had made with ex-
residents of Westlake, and local historian Ann Gugler. This established the conditions 
for a collaboration primarily between Buining and myself, with Buining as the dramaturg 
of the historical stories located in place, in co-collaboration with myself as the 
dramaturg of the site histories and subsequent installations.156  
My installation practice within Anthology was the practice-led development stage of the 
PhD. As a large, multifaceted community project, supported by a substantial 
(independent of the academy) government grant, and primarily managed by Buining 
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and Technical Artist, Matthew Scott Megafun PtyLtd; Thunderstone Indigenous Land Management 
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on the ground (as a Canberra rather than a Melbourne based artist), it was necessary 
to separate my role as PhD researcher and installation artist (both fiscally and 
practically) from the whole project. So, while my role as co-producer was all consuming 
from conception to realisation, my role as the artistic researcher, allowed me to test 
out the following process-oriented modes of engaging and reflecting upon practice-led 
research:  
• Immersing: Immersion in this context involved several activities that ensured I 
was embedded and attuned to the site: locating myself as both installation artist 
with a long history of theatre-making and performance, working in consultation with 
all peoples involved in the project as well as an actor within the ensemble, and 
negotiating the performative-installation environment I had myself, installed. 
• Resurfacing: The aim was to make history of the site come to the surface. I 
concentrated my activities specifically on the mapping and designing of 
installed locations that were deemed most potent and inspirited by the local 
historian, Ann Gugler, director Pip Buining and Indigenous artist Tyronne Bell 
(in collaborative discussion with my own research and engagement).  
• Materialising: The practices of immersion and resurfacing as described above, 
produced the conditions through which I was able to attune and listen to the 
site in order to make decisions about how to materialise the mobile installation 
environments. This involved engagement with mostly found objects and their 
arrangement in the landscape. These arrangements were designed to amplify 
the affective impact of certain locations and support the stories of Westlake as 
enacted by the performers performing inside and amongst the Anthology 
installations.  
TIDE differed significantly, shifting away from a collaborative environment and focused 
entirely on the site and materials. In this work, the site, the histories and the materials 
operated as the collective and creative intra-action with ‘others’. Of course, other 
people were important part of the process but the operations of immersing, resurfacing 
and materialising allowed the vibrancy of past events and nonhuman agency to 
become collaborators and guide the development and realisation of what was 
generated. These contributions and intersections will be discussed as ways to 
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correlate all aspects of the research across the trajectory of the PhD project in 
Chapters 3 and 4.   
Site conditions: Logistics of access 
The sites chosen as places in which to conduct and realise the artistic research (Stirling 
Park, ACT and Royal Park, Melbourne) were open parkland spaces that allowed full 
public access at all times. The logistics of this access condition, as well as council and 
land management conditions, set constraints for the practice-led research design. The 
following conditions shaped the practice-led research engagement:  
• Immersing: Access to both sites was unrestricted, which meant I was able to dip 
into the site at any time. This was a condition I took full advantage of, to walk, 
photograph, sit, listen and draw. To be present and attend to the sites. This 
unrestricted access also meant that the installation elements needed to be 
mobile, safe and environmentally compliant. All of the material elements 
engaged in the installation had to move into and out of the site relatively quickly, 
be OH&S compliant and leave no trace.  
• Resurfacing: The material elements chosen for inclusion could not be built on 
incrementally in place, or stay in-situ over a period of time. As such, the found 
material objects were chosen and reformed not only in relation to their affective 
qualities i.e. what affects were enlivened in my intra-action with them but also 
in relation to the logistical properties of the materials i.e. their weight and mass. 
They needed to be manageable, secure but lightly touch the ground. All of the 
installed elements needed to move on and off the site with relative ease and 
within reasonably fast timeframes (in the case of Anthology, the entire 
installation was bumped in and out each day within one hour either side of the 
performance time over a two-week season or, in the case of TIDE, bumped in 
the day before the final exhibition and removed on the same night).  
• Materialising: Conditions of access worked alongside artistic considerations. 
The final materialisation of the installations took care to nestle into the 
landscape as if they had just broken through the surface. Materials brought to 
the site had to coexist with pre-existing material conditions allowing pockets of 
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relationships to emerge on the site.  
 
Sensitivities: Personal and cultural information 
My research processes and methods have been approved by standard ethical 
protocols, and any personal or cultural information included in this exegesis or in the 
stored data related to it, is only the specific material that has been given full, explicit 
consent via approved, formal processes.  
Another aspect of my work involves multiple communications and exchanges that have 
taken place as part of this research, as the works have been formed, in the moment, 
in active, living public spheres. Although every detail of the process cannot be fully 
discussed here, the decisions made using the three lenses of activity, always 
maintained a relation to the other factors – within each project individually and across 
the entire PhD project. While ethical approval is an important and official way of dealing 
with sensitivities, a practitioner’s methods (decisions about how to interact with all 
aspects) requires an ongoing awareness the impact of their actions, decision, 
gestures, work in relation to others. Such life-long ethical learning is what artists take 
on as implicit in what they do. In practice-led research it becomes an explicit part of 
one personal and professional development, in what Francisco Varela calls ‘ethical 
know-how’157 built up from interaction as an emergent property of the environment 
(research environment in this case). Such considerations affect the research design 
and the ways I have framed and contextualised the activities through exegetical writing.  
• Immersing: Actions have larger spheres of influence and impact than the limits 
of a project, therefore as one makes work in open, public sites (in addition to 
performative modes of engagement and collaboration), sensitive personal or 
cultural information has been transmitted to me as the primary researcher. This, 
in turn, impacts upon my subjective positioning and as such, shifts inflections in 
the research. One can only be rigorous and sensitively acknowledge these 
inflections as they arise, communicate openly and ensure confidentiality with all 
                                            
157 F. J. Varela, Ethical Know-How: Action, Wisdom and Cognition, Stanford University Press, Stanford 
CA, 1999.  
74  
persons involved.  
• Resurfacing: This involves taking care with all the layers of place and with other 
people’s ways of caring. Not every interpersonal encounter can be rendered as 
data for research, some encounters move into a more intangible atmosphere, 
e.g. a comment in passing as someone walks their dog across a site or a 
detailed conversation that is initiated by a local dweller as you are working within 
their ‘place’. In such cases, the encounters remain positioned in the zone of my 
own personal, subjective reflection upon the encounter as part of a practice of 
making on site within a certain location inflected with the workings and 
movements of a community that holds that place close to their hearts. In the 
cases where information has been transmitted that could be considered 
personally or culturally sensitive, or ‘not for everybody’s ears’, it has been 
omitted from the official data.  
• Materialising: The realities of site-specific practice (especially in open, public 
spaces) demand one draws upon past experience to think through every aspect 
of the vents in the active places where communities, cultures and systems are 
also on the move. This impacts upon every stage of the research process in 
direct and indirect ways – from producing and presenting to writing and 
disseminating. An ethical know-how must flow through the innumerable 
engagements on every scale across the project and become accessible to 
others in the research community and beyond.  
Art practice: Researching, returning, becoming 
My practice-led research methodology involves multiple returns to its point of origin – 
inspirited landscapes – even as each material encounter has brought new 
considerations to the forefront. These returns have been thematic, metaphorical, 
physical and geographical. I would apply Ashley Woodword’s reading of Deleuze to 
the movement of my methodology, where the ‘eternal return’ must be ‘understood not 
as a return to the same moment, but as perpetual returning which constitutes time as 
passage, as becoming’.158 This perpetual returning as described by Nietzsche, re-
                                            
158 A. Woodword, ‘Deleuze, Nietzsche and the overcoming of Nihilism’ in Continental Philosophy 
Review, vol. 46, no. 1, Springer Science and Business Media, Dordrecht Published online, 2012, p. 122. 
Accessed 27 March 2015.  
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described by Deleuze and then Woodward – is the becoming that lies at the heart of 
creative practice and practice-led research which embraces the presence of the past 
in each variation and in each iteration and situated practice in order to generate new 
knowledge.  
• Immersing: My artistic practice involved an intimate submersion into the 
complex interweaving of ideas and materiality. Returning and attending to 
sites and materials over long periods of time generated new concepts. 
Returning to concepts, generated new ways of handling and working with 
materials.  
• Resurfacing: The manner in which resurfacing functioned throughout my 
artistic practices can be best explicated through the weaving metaphor as 
employed earlier in this chapter. As I perpetually returned to sites, to ideas, 
to materials; the horizontal threads of the present landscape undulated with 
the vertical threads of the past, as I wove new patterns in relation to this 
topography. 
• Materialising: These returnings performed new patterns that were generated 
through situated intra-activity. The material forms and designs that arose 
from my returning were created by very specific intra-affectivities between 
myself, a site, the material conditions that pre-existed and the materialities 
that came into being in our intra-relation. This modality of materialising 
through site specific performative practice, opens new understandings of 
how all bodies come to matter, not just human ones.159 
In many ways, these three operations are variations, returning in a slightly different 
way to provide three lenses that can inflect the positioning of my practice-led activity. 
They demonstrate ways of working through artistic practice that are necessarily 
emergent. These modalities enact and emplace what is emerging and becoming 
through the practice-led inquiry.  
Examining the praxis through exegetical writing has revealed a distinct movement from 
representation to performativity in the installation practices of Anthology and TIDE. As 
the research evolved, the focus and intention has clearly shifted from spectacular re-
                                            
159 Barad, 2003, op. cit., p. 823.  
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enactment to quiet intervention; from modalities of restoration to a focus on materiality 
in generation. I describe such movements, not to set up further oppositions of the kind 
I would like to see collapse but to provide access to a spectrum of possible emphasis 
we might consider and employ as we enact our artistic practices within ‘inspirited 
landscapes’.  
The two major works of the PhD project need to be considered in relation to each other 
and as a trajectory of the project’s development. TIDE would not have emerged, in the 
manner and form that it did, without me having first attended to an intensive immersion, 
resurfacing and materialising process through my installation practices within a larger, 
restorative community project, Anthology. The following chapter will outline the 
moments of significance that emerged from the research to situate what was 
considered significant in relation to the larger research trajectory and carried onwards 
into the realisation of TIDE.   
While this section has outlined the overarching operative principles and practical 
lenses used to activate and reflect upon the creative processes involved, the following 
chapter will discuss how these principles become more specific methods and 
techniques when situated and embedded in specific sites and contexts. 
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CHAPTER 3  
Processes and Practices: Anthology  
 
Retracing Histories. The restorative capacities of inspirited 
landscapes 
 
The Anthology Installations160 will be discussed here as a way of describing the first 
stage of the PhD research (2012–2014) that was driven by a fascination with the 
‘presentness of the past’ and the simultaneity of past and present histories as essential 
ingredients of an ‘inspirited landscape’. The approaches to my practice within the larger 
Anthology project offer a way of understanding of the modalities used to raise the 
issues considered significant by the community and materialise imperceptible 
relationships such as an affective field.161  
In order to extract the key moments that have informed the development of my 
research inquiry, I will focus on the archaeological approach to immersing my practice 
within communities and resurfacing the histories of a site. A sequential account of 
selected aspects of the Anthology installation work in relation to site will allow me to 
reflect upon the methodologies employed, and discuss specific methods and 
techniques, such as deep mapping and the deep listening that were carried into the 
final practice-led work, TIDE (Chapter 4). 
Anthology was the first project in the PhD process and set-up the movement from a 
large scale complex collaboration to an event that focused on site, materiality and an 
audience’s conversation with specificity of place. As a result, the complexities of 
                                            
160 ‘Anthology was a site-specific theatrical journey through Westlake, now known as Stirling Park – 
Ngunawal land, a traditional pathway and the site of one of the camps created to house the workers 
building the new city of Canberra. Tents and a hall were erected followed by 61 cottages built in 1923, 
for married tradesmen building the infrastructure for the new Federal Capital of Australia. These families 
lived at Westlake for 50 years until the 1960’s when the families were relocated, the houses sold and 
removed. A community demolished. Westlake is now parkland (and prime real estate), nestled between 
the lake and the Embassies of Yarralumla’. P. Buining & L. Morris, ‘About Anthology’ 
http://www.anthology.net.au/about-anthology.html  
161 For definition of an affective field see Chapter 2, p. 44. 
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attending to a site that are part of the large-scale collaboration are beyond the scope 
of this practice-led PhD.162 It is important to note that the processes and interactions 
developed in Anthology assist in charting the history of my practice working site-
specifically within communities which are crucial to decisions made in the lead-up to 
TIDE.  
I have isolated a selection of key aspects that will speak to the way I immersed and 
positioned myself within the project, focusing in particular on the handling and 
activations of the installations in the Westlake site. These discussions will allow me to 
unpack the most pertinent processes and decisions that lead, ultimately to a 
concentration of work on the production of affective fields, demonstrating how the 
installations in Anthology are taken forward into the next stage of the research. 
The Anthology installations were envisaged and realised as dwellings that resurfaced 
and supported the historical stories of Westlake (as represented and re-enacted by the 
performers). This creates a specific type of affective field which I have chosen to view 
as restorative in relation to an ‘inspirited landscape’. Inherent in the restorative, is the 
notion of return. A going back, to work things out in order to reimagine future 
possibilities.    
Immersion: Returning Home: 2013 
What was so intriguing about Stirling Park as the location for my research and 
installation work within the larger Anthology project is that – although I spent my early 
childhood growing up and playing in the area – I had never heard of this mysterious 
‘Westlake’. It was almost as if it had completely disappeared from the consciousness 
of the city. This apparent disappearance, when activating the lens of trauma studies, 
alerts one to the possibility that something about what occurred historically was 
‘missed’, and has now become sublimated, or buried in situ. Below, I attempt to 
language the felt interchange of concept and materiality noted upon my first return to 
Stirling Park.  
 
                                            
162 Please refer to these considerations in relation to project methodology in Chapter 2, pp. 69-70. 
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My oldest memories are of Stirling Park. The scrubby trees, curious kangaroos and the 
sparkling, lake that surrounds it. My front yard. Frozen water held in mid-air from a leak 
in a hose on a minus 6-degree winter morning. A frozen spider web. The steep dirt hill 
where I fell off my bike and needed 14 stitches on my chin. A scar on my face. I grew 
up in Yarralumla, living there until I was 7 years old. Driving past, I am sad to see our 
old house is gone, but the huge tree where we built our cubby high in the clouds 
remains visible out the back.  
 
That tree, still holds strong, still holds memory.  
 
On my way to the site, I drive past my old primary school and stop near a tree with 
exposed roots near storm water drain where we used to make our hide-out on the edge 
of the school oval. I am amazed to find, over 30 years later, a newer cubby has been 
made of sticks, almost in the exact spot we made the first hide-out game. It’s like we 
left invisible tracks in time for other kids to follow us.  
 
I get back in the car and drive to Stirling Park. I’m early. I stand and breathe in this 
place, alone. Breath. Spirit. Scars on my face. Scars on the land.  
 
Today we start the digging here but there are older memories than ours.  
 
Existing here, buried in dirt.163 
                                            
163 L. Morris, Anthology Visual Journal, November, 2012-13. It is important to note that my specific 
journaling practices are visual and mostly consist of drawing and photographing as opposed to 
journaling practices based in writing practice. I find that this modality of journaling and recording is the 
most efficient way to access and re-access, as necessary, my embodied experiences in situ, as the 
sketched and photographed images assist me more than descriptive words in recalling the actant and 
felt bodily gestures and affects of my encounters. Sections of these visual journals were also utilised to 
explicate my research journey in L. Morris, ‘Inspirited Landscapes: The Anthology Project’, conference 
paper presented at Restoring balance: ecology/sustainability/performance, Australasian Association for 
Theatre, Drama and Performance Studies Annual Conference, [ADSA], Wellington, NZ, 2014.  
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Returning and standing on the edge of the parkland, the first thing that caught my 
attention was the partially ruined Westlake sign (figure 3.1) and a collection of 
disintegrating signs under a nearby tree (figure 3.2).  
 
Figure 3.1. Old Westlake Sign: Photo: Louise Morris 
 
 
Figure 3.2. Westlake Sign 2014: Photo: Megan Watson 
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From a distance, they resembled a line of makeshift, untended, roadside memorials. 
Once loved and constructed as an act of remembrance, and now seemingly 
abandoned. I found the signs seemed to evoke a past once marked so deliberately, 
but now left to become a trace on this landscape. These traces were my clues. Once 
Pip Buining arrived on site, we walked together down to the collection of humble 
monuments that mark where people once lived at ‘Westlake’. One reads:  
Over the hill and down into the hollow 
There’s a path we all follow 
To this place we still call home 
Ronnie O’Rourke 
Plaque erected by Westlake children at 'Westlake', Yarralumla, ACT 
‘To this place we still call home’. The words of ex-resident Ronnie O’Rourke struck me 
as particularly relevant to the investigation of ‘inspirited landscapes’ as they speak of 
a perpetual return that in itself is a becoming.164 To the untrained eye, there was little 
trace of the community that once existed here. However, for the individuals, as 
representatives of a community that still survives, it was and always will be the place 
they call home. I was fascinated how their idea of ‘home’, still existed in relation to this 
location, now parkland, imprinted with the comforts and belonging one associates with 
home.  
Following this initial site visit as part of an intensive development in 2013, we made 
our way to the National Library of Australia to delve into the archives and discover 
more about the suburb of Westlake and its history. On the way there, I was struck by 
the notion that Canberra is overridden with monuments that are central to the great 
story or ‘metanarrative’ of the nation. An important aspect of memorialisation is that 
sometimes it is more about forgetting than remembering.165  
                                            
164 See Ashley Woodword’s reading of Deleuze in Chapter 2, p. 73. 
165 See B. Martin, Immaterial land and indigenous ideology: refiguring Australian art and culture, PhD 
Thesis, Deakin University, Faculty of Arts and Education, School of Communication and Creative Arts, 
2013,  
<http://dro.deakin.edu.au/eserv/DU:30062393/martin-immaterialland-2013A.pdf> accessed 18 July 
2017.  
Brian Martin interrogates the concept of cultural amnesia as well as positing the modalities to overcome 
it through the valuing of Indigenous ideology and philosophy, that refuse the binary of the material and 
the metaphysical, grounded in situated knowledges and art practices in relation to Country.  
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What was fascinating about Westlake with its partially ruined, humble monuments 
constructed by the ‘Westlake children’ is what it reveals about forgotten stories in our 
nation’s grand narrative. Taking a post-colonial perspective in relation to cultural 
amnesia, Brian Martin posits such acts of forgetting from an Indigenous perspective, 
highlighting how a perpetual amnesia and the consequential apathy that results 
prevents memories from being put into place, leading to a devaluing of those 
considered ‘other’.166 For Westlake specifically, I suggest the disappearance of 
widespread memory or acknowledgment the community is related to Martin’s reading 
of amnesia. The ‘slum’ as it was named in the press in 1944167 was not in keeping with 
the vision for the Nation’s Capital and so it was kept hidden, removed from sight. Again, 
the complexities of the cultural ‘forgetting’ of certain narratives in relation to Australian 
history and politics is outside the scope of this project. However, the invisibility of 
certain stories in relation to others in the sites I have chosen to locate the practice-led 
research, counteracts the erasure and the inherent cultural politics that permit a 
selective ‘forgetting’ with modes of careful and considered resurfacing. 
Local historian, Ann Gugler, engaged on the project, does not remember Westlake as 
a ‘slum’. For Gugler, this parkland was the place she grew up and her unique rapport 
with the land and her substantial research, documenting the past life of the suburb is 
our primary historical source and point of personal connection to this place called 
Westlake. 
Resurfacing: Layers of history 
‘When one is forgotten, one ceases to exist’ 168 
Ann Gugler (nee Austin) moved to Westlake with her family when she was 4 and lived 
there until 1959. As a child she carried a camera, photographing the residents of 
Westlake and developing the film in a darkroom her father constructed in the laundry. 
Many of the remaining historical photographs of the Westlake settlement come from 
                                            
166 ibid., p. 3.  
 167 Anon, ‘Canberra Slum Dwellers Can't Vote: Denied Voice in Housing Plan’, Truth (Sydney, NSW) 
Sun 23 July 1944, p. 17, <http://trove.nla.gov.au/newspaper/article/168757288> accessed 28 August 
2014. See also Anon, ‘Westlake Resents Slum Descriptions’ The Canberra Times, Friday 4 August 
1944, p. 3 <http://trove.nla.gov.au/newspaper/article/2685577> accessed 28 August 2014.  
168 A. Gugler, Recorded walk through Westlake and interview with author [video recording], Stirling Park, 
A.C.T, 8th July 2013. 
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Ann’s camera. She brings them with her to our first meeting and lays them out on the 
bonnet of her car. She has worked tirelessly ever since to collect the stories of the 
Westlake residents and document the existence of those who called the ‘vanished 
suburb’ home.169 
Walking the site with Ann Gugler was an exhilarating and exhausting process. The 
resurfacing occurred at such a speed in her presence, and with so much information 
to process, that it was overwhelming. As she said ‘there is a lot to take in. It’s layers of 
history’.170 She pointed out each tree, as this is how she primarily remembered where 
everything once was. She described where her friend’s ashes were scatted, where her 
dog Toby was buried, where houses were located and the families that dwelled within 
them, each location, marked by a humble sign, made and installed by surviving 
members of the community many years ago. Moving up onto the ridge, she also 
allowed some detail of the deeper layers to surface, the scarred trees and some 
women’s business that had been revealed to her by the traditional owners (that she 
was given permission to share with us but I do not have permission to reproduce here).  
It was difficult to reconcile the affluence of the Canberra that I grew up in, with Ann’s 
stories of freezing winters in temporary cottages and huts, newspapers lining her 
childhood bed and shoes and workmen found frozen to death in camp beds during one 
particularly bad winter. She described parts of the settlement over the hill, ‘out of sight’ 
that were designated for returned soldiers where women and children were told to keep 
a safe distance. She showed us where coins were once hidden in a hollow dug under 
a tree, by a woman hiding her pennies, planning her escape from a violent man.  
I recall my head reeling as I struggled to keep up with this woman in her 80’s, my legs 
scratched by weedy thorns out of control. ‘That was once a rose garden’, she tells us. 
                                            
169 See A. Gugler, A History of Human Habitation of Stirling Park Yarralumla, A.C.T, March 2004; A. 
Gugler, True Tales from Canberra’s Vanished Suburbs of Westlake, Westridge and Action. Written by 
the children of Westlake, Westridge and Action. Compiled by An. Gugler (Austin) 27 Westlake, 1999 
<http://trove.nla.gov.au/version/10346525> accessed 19 October 2013; A. Gugler, Westlake: one of the 
vanished 'suburbs' of Canberra / researched and compiled by A. Gugler, Canberra,1997 
<http://catalogue.nla.gov.au/Record/2988082> accessed 23 October 2013: A. Gugler, ‘Ann Gugler 
Collection’, ACT Heritage Library ManuscriptCollectionHMSS0008 
<https://www.library.act.gov.au/find/history/search/Manuscript_Collections/hmss-0008-ann-gugler-
collection> accessed 20 October 2013; A. Gugler, Canberra Camps website 
<http://canberracamps.webs.com/westlake.htm> accessed 12 July 2013.  
170 Notes from unrecorded site visit and walk through with A. Gugler, P. Buining and L. Morris, 9th 
November, 2013.  
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At one point, she stops and asks us to look up, pointing out part of an old iron gate 
stuck high in a tree, where the branch is in the process of reclaiming this evidence of 
human habitation. I noted that this ‘evidence’ of this past community was now (all of 
sudden) everywhere. I just hadn’t noticed any of it before meeting Ann. She had a 
different way of seeing the landscape, through the lens of past traces, often stopping 
to bend down and pick up a remnant of the community; a piece of broken glass, part 
of a beer bottle or some pieces of crockery. Always connected to a new story she 
resurfaced from her memory. (See figures 3.3 and 3.4). 
 
 
Figure 3.3. Ann Gugler 2013, 
 Photo: Matthew Scott  
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Figure 3.4, Ann Gugler discovering remnants of the  
Westlake community n.d, Photo: Ann Gugler 
 
My decision-making processes in relation to the site and its specific history and 
materiality were influenced by these initial meetings with Ann Gugler. One of the key 
modes of practicing on a site, that developed from meeting and working with Ann, was 
a slowing down of my pace on a site and a questioning of my assumptions. In doing 
so, I allowed myself to take the time needed on a site to really look for traces of past 
inhabitation, and not just rely on ‘getting a vibe’ and jumping straight to interpretation 
and aesthetic representation as I had done in the past. Ann challenged me to notice 
the details, ‘the angle of my arrival’, to not just look at a tree, but to look up it, around 
it and through it to reveal a hidden history. To be still for a moment and look at the 
ground, to see what is revealed beneath one’s feet, to still my rush toward interpretation 
for a moment and dig deeper. 
The spirit of this place once called Westlake is revealed through deeply attending to 
its people, and stories and history as their ‘home’. This ‘inspirited landscape’ called for 
a re-activation, a re-creation and re-enactment of community to bring us together into 
this place.  
Throughout the process, an ongoing fight to protect the parkland from development 
became apparent. We discovered that, ironically, it was a small, unassuming flower 
that had protected Stirling Park from the bulldozers and high-rise apartments with a 
premium view of the lake. The endangered ‘Button Wrinklewort’. So, Anthology, was a 
story bound to now, the story of a group of potential buyers (the audience) surveying 
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the land and led by a real estate agent from ‘Wrinkleworts’.171 This ‘narrative of now’ 
was interrupted continuously by the ghosts of Westlake’s past, including Ann as a child 
and various other characters from the community still present and existing in past time 
in the landscape.  
A key stage of the development of Anthology, involved collaborative decisions 
regarding the precise shape of the audience journey through Westlake. Pip Buining 
and I knew where the journey would begin (at the disintegrating Westlake sign) and 
end (at the Community Hall) and we were somewhat guided by some old signage that 
indicated where each significant dwelling was approximately located (figure 3.5). This 
stage involved mapping (by walking) a number of potential journeys through the 
landscape.   
 
Figure 3.5. Map of Anthology Installations, Image: Louise Morris 
 
                                            
171 It is interesting to note that a number of audience members were visibly disturbed by the character 
of the real estate agent and the appearance of a site-office (installed to represent a ‘display village’ as 
well as box office). The factual/fiction of ‘Wrinkleworts’ collapsed together and a number of audience 
members from the local community at the start of the performance needed to be reassured that it was 
in fact ‘fiction’, and they were not being ‘sold a new development’ strategy for the park.  
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I consider this walking practice to be the beginning of a process of deep mapping that 
Pearson/Shanks (2001) describe as a form of performative research that is spatially 
cognisant, place-oriented and bound to the processes of creating palimpsests. The 
depth under consideration speaks of topographical and cultural density that Pearson 
articulates, in which the mapping is ‘an attempt to record and represent the substance, 
grain and patina of a particular place, through juxtapositions and interweavings of the 
historical and the contemporary, the political and the poetic, factual and the fictional, 
the academic and the aesthetic’.172 Mapping the theatrical journey that the audience 
would take as a united group in promenade style, involved a particular form of 
dramaturgy that promoted a meshing together of site and story. Activation of each 
verbatim, micro-story occurred in a dynamic order that introduced key characters, and 
demonstrated and developed relationships. Similarly, the journey was designed to flow 
with relative ease from one installed area/micro-story location to another and avoid as 
much as possible doubling back through previous installs to assist a dynamic theatrical 
‘build’ towards the Community Hall installation. In my installation practice, the 
structures and objects chosen and placed on the site were focused upon adding layers 
of potential meaning to the spoken micro-stories as collated and directed by Pip 
Buining.  
Indigenous Business: Stones to Story 
In our early stages of work on the Westlake site, Buining and I both expressed a desire 
to deepen the project engagement with the land and its traditional Ngunawal owners. 
Introduced via Gugler, Buining and I began to work in consultation with Murungul 
Gurubung (Thunderstone) Aboriginal cultural and land management on the site and as 
such had the privilege of working with Tyronne Bell, son of Elders Don and Ruth Bell; 
not only hearing his storytelling of his Country, but negotiating a collaboration that 
would ensure an agency to tell the story of his choosing, in the location/s he (as their 
representative) deemed most suitable in the site.   
As an artist and researcher, the experience of collaborating with Bell was significant in 
developing my practice, as my former artistic research projects had not engaged with 
traditional owners beyond an acknowledgment of or a Welcome to Country. This 
                                            
172 Pearson, 2010, op. cit., p. 32.  
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collaboration became a catalyst in broadening my understanding of the crucial role that 
not only asking permission from and collaborating with First Nation’s people on artistic 
projects, but the generative shift that occurs when one begins to trouble assumptions 
that are made as an ‘insider’, or a ‘local’ in a particular place through such 
collaborations. To reposition oneself in this way requires one to fully release control 
into a mode of deeper listening and affective awareness as one works on a site. 
Bell’s guidance led us to an area of the park that we had previously not considered 
taking the audience allowing a new perspective of the landscape to enter the work, 
with the location on the ridge providing views of the man-made lake beyond the park 
as well as across the topography of the old Westlake camp in the dell below. This new 
perspective provided an ideal point of rest and reflection for the audience on their 
walking journey. It was Bell’s choice to have his late father, Elder Don Bell’s recorded 
voice sharing song and story in the chosen place, a warning story and song of the 
Bunyip, about the vital importance of listening to one’s elders, and taking heed of the 
areas on Country they deem ‘unsafe’ for people to venture (See figures 3.6 and 3.7). 
 
Figure 3.6. Tyronne Bell constructing the Ngunawal Installation 2014, 
 Photo: Louise Morris 
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Figure 3.7. Anthology audience experiencing the Ngunawal Installation 2014, 
 Photo: Megan Watson 
 
This collaboration was significant to the development of my research inquiry on a 
number of levels. The living spirit of the land, vital to indigenous connection to Country, 
shifted from an abstract concept (in my former experience and understanding) into 
something concrete and very real, activated in the affective field as the audience sat 
in silence together and listened to this voice of this Elder, and his story, re-surfaced in 
the living present as a story from the stones. This opened the door to a way of 
considering the materiality of the stones as potent transmitters of affect. I was 
fascinated by how powerful an action it was to focus on the stones rather than a living 
story teller or actor as the Elder’s story was transmitted, and the way it seemed to 
evoke a deeper listening within myself. The absence of a ‘living’ speaker, to direct my 
attention outwards, replaced instead by the presence of the stones, directed my 
attention inwards and I processed the information differently, corporeally rather than 
cognitively. It seemed to evoke a somatic experience, like a listening with one’s bones. 
The pile of stones fully captured my attention with their own powerful and captivating 
presence. This developing awareness of the agential potentialities of non-human 
bodies, and the affects generated in our encounters with them was a significant 
learning moment that was carried forward into my installation practice in TIDE.   
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Materialising: The Anthology Installations 
The design and realisation of the Anthology installations consisted of the partial 
reconstruction of 10 dwellings, within which the audience would experience an 
enactment (using verbatim telling) reflecting the lives of those who once lived in the 
dwellings.173 The process involved spending intensive periods on the site imagining 
what may have once been there and recording these responses informed by the 
immersing and resurfacing processes as described above. Primarily, this involved 
walking, photographing and drawing practices in situ followed by periods of time 
locating, treating and handling found objects both on and off site. I have chosen to 
reflect upon this process by selecting three installations that are most demonstrative 
of the processes that were enacted, which, in turn revealed new ways of thinking about 
affective intensities within the chosen site.  
The landscape, over the sixty years since Westlake existed was a different one, with 
trees and bushes (some original, some introduced since the camp and cottages were 
demolished) altering the overall topography of the site. Much of my contemporary 
mapping, specifically my use of the enclosed spaces under bushes and trees I was 
drawn to (by both historical signage and affective intensity) would influence where I 
chose to place objects and structures. In designing and constructing the installations 
for Anthology, I was fascinated by the ways in which ‘absent’174 or partially ruined or 
buried architectures and objects might capture and trigger memories, feelings and 
imagination, and as such, an affective field. Informed by the personal recollections, 
stories and the affects accompanying their transmission, I chose to focus upon was 
how it might have felt to be inside that dwelling, that house, that camp, that hall. This 
practice involved moving beyond a realistic re-creation of the past dwelling re-
constructed in the landscape, focusing instead on the manner in which the locations 
appeared to generate their own affects, influencing my choices regarding the section 
of materials and objects and my handling of them during the construction of the 
installed environment. 
                                            
173 For a full overview of the site-specific Anthology Installations see Appendix 1A: Final Installation 
Photographs 
174 S. Hornstein, Losing Site: Architecture, Memory and Place, Ashgate, Surrey and Burlington, 2011, 
p. 81. 
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The materialisation of the installations was approached utilising the following 
provocations:  
• Locate into an intimate topography the objects that will evoke an affective 
charge that supports the stories of Westlake inhabitants.  
• Focus on ‘what remains’, the traces and affects of past activity, both perceptible 
and imperceptible on the site.  
• Materialise the intimate interiors of the forgotten, past domestic structures 
partially exposed in the exterior landscape of the present.  
Attending to the traces and affects of past activity in the present as one materialises 
an installed environment, involves developing a present and embodied sensitivity to 
what has once occurred, not by dwelling on the past but through dwelling and intra-
acting with the materiality of the present. Archaeologist, Michael Shanks describes a 
similar interest in what remains after the event in his conversation with Lynn Hershman 
Leeson ‘Here and Now’ in Archaeologies of Presence (2012). Shanks states: ‘A lot of 
people think that archaeology – archaeologists – discover the past. And that’s only a 
tiny bit true. I think it’s more accurate to say that they work on what remains’.175 In the 
introduction to the conversations and essays that form part three of Archaeologies of 
Presence, ‘Traces. After presence’, Giannachi, Kaye and Shanks surmise how the 
researchers in performance and archaeology chosen for the collection address the 
persistence of presence. In this passage they note: 
The emergence or memory of presence is also addressed in perceptions of 
immanent absence and absence as immanent presence – and so in 
experiences and rhythms of appearance and disappearance that remain in 
process. In each of these cases, the sense of presence is read as occurring 
in the engagement with the trace, so producing complex relationships with 
the past events they may appear to inscribe into the present.176 
A ‘sense of presence’ and its persistence that was revealed as one engages with traces 
in the present was foremost in the way I approached the material engagement with its 
affective field. My process on the site involved interpreting the stories discovered as 
related to each location through material objects. In some locations, I would argue, 
                                            
175 L. Hershman Leeson & M. Shanks, ‘Here and Now’ in G. Giannachi, N. Kaye & M. Shanks, 
Archaeologies of presence: art, performance and the persistence of being, Routledge, London and New 
York, 2012, pp. 223-234. 
176 ibid., p. 195. 
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certain past events appeared to have a stronger immanent presence or impact, due to 
their association with traumatic memories and events. It is for this reason, the 
processes involved in the design and construction of three installations Cottage 28, 
Cottage 44 and The Community Hall will be discussed here.  
Cottage 28 
Cottage 28 was concerned with the childhood memories that had accumulated in the 
landscape. This was the one installation in the performance where little re-enactment 
took place by actors and the audience was invited to enter into the bushes to explore 
the installation. It consisted of a series of child-sized beds and furnishings, with video 
screens imbedded in the pillows and draws featuring the video art of Sarah Kaur. 
Kimmo Vennonen’s sound design featuring children at play was installed via hidden 
speakers in the trees. A series of artefacts, located on the Westlake site and childhood 
objects from the Westlake era donated by Ann Gugler as well objects from my own 
childhood were also included. The location of Cottage 28177 was the third installation 
in the Anthology journey, the home of Sylvia (Chook) Menzies.  
 
Figure 3.8. Cottage 28 Location Exterior featuring Caroline O’Brian 2014, 
Photo: Meagan Watson 
 
                                            
177 See figure 3.5: Map of Anthology Installations 
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Figure 3.9 Cottage 28 Location Exterior 2014  
Photo: Megan Watson  
 
The site is marked with a wooden cross, present in the place where Silvia Menzies 
childhood dwelling once stood (figure 3.8). The cross pre-existed my installation 
practices, marking where her ashes are now buried. The presence of the cross 
instantly charges the space and upon my first encounter with the location, I noticed the 
affects associated with loss and grief. The quieting of footsteps, the slowing down of 
the pace of one’s movement, the hushed tonality of the voice, the enactments of 
respect in the presence of those passed. Next to the cross, a cluster of pine trees had 
grown to provide the natural shelter one enters under the branches (figure 3.9).  
It appeared that space was charged with a double affect; the joy of a childhood 
discovery, traces of a secret hideout in the pine trees, (my past) inflected with the 
childhood stories Ann had shared growing up living next door to her best friend, whom 
she called ‘Chook’ (their past) in this place. Layered over these immanent presences 
are the immanent absences of the present, the loss of the Westlake cottage that was 
once the beloved home of the now deceased Silvia Menzies. This double charge in the 
affective field evokes the uncanny, the co-presence of childhood joy and adult loss. 
This double affective charge, in turn, set off a series of resonances across the affective 
field of relationships. The original uncanny sensation and affective charge I felt, 
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subsequently informed my research process in regards to the careful selection, 
treatment and placement of objects in this installation.  
The design and construction of the installation of Cottage 28 grew from attending to 
the sensory qualities of the artefacts found on the site. Gugler had gifted me with a 
silver box of objects which I would spend time each day handling, arranging and 
rearranging on an old school desk in the installation space. These objects were then 
combined with others I had found as I had walked through the site. This was a process 
of attending closely to materials gathered from the site through physical and sensorial 
contact (figure 3.10).178 This daily intimate encounter with their arrangement is tied to 
the growth of my material connection with them as well as a growth in an awareness 
of my own presence constituting a daily co-enactment of presence between myself and 
the artefacts of the Westlake site.  
 
Figure 3.10. Cottage 28 Installation detail 2014, Photo: Megan Watson 
 
This ritual in turn influenced my intuitive choice of other objects to include in the design 
of the installation, and through my selections, combining a history of Ann’s childhood 
with my own, building an affective environment from these living remains. These 
                                            
178 T. Ingold, Making. Anthropology, archaeology, art and architecture, Routledge, Oxon and New York, 
2013, p. 20. Ingold discusses ‘making’ as a process of growth through the manual handling of objects, 
which, evidence other lives and histories.  
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objects were then combined with contemporary video art, with the screens nestled 
inside the pillows of the childhood beds. As Giannachi, Kaye, and Shanks state:  
In theatre, performance and visual art, the experience of presence has often 
been linked to practices of encounter and to perceptions of difference and 
relation with something or somebody, as well as the uncanny encounter with 
one’s own sense of self.179  
In combining and attending to the objects ultimately considered as the collapsing 
together of a co-existent past and present, they might be aptly termed a ‘contemporary 
past’.180 Mike Pearson describes this term as a series of processes, suggesting: ‘First, 
we engage in small acts of curation, in creating a present that is itself multitemporal. 
Juxtaposing today’s milk bottle with flowers brought last week with a photograph taken 
twenty years ago with a family heirloom’181 (figure 3.11).  
In this way, the installation of Cottage 28 is emblematic of the practices and processes 
enacted in this early stage of the research, influencing the approach taken in each of 
the ten major installations on the Anthology site. It is where the process conceptually 
began and each day during the season and to which I would return to sit at the desk 
and arrange the relics before moving on to complete the set-up of the rest of the 
installations. In this way, the processes enacted here are demonstrative of a 
developing methodology inflected with an understanding of archaeology as performed 
in the present.  
                                            
179 Giannachi, Kaye & Shanks, 2012, op. cit., p. 2.  
180 Pearson, 2010, op. cit., p. 42.  
181 ibid., p. 42 (emphasis in original). 
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Figure 3.11. Cottage 28 Installation detail 2014. Photo: Pling 
 
Cottage 44 
The installation of Cottage 44 (figure 3.12) was important in the development of my 
understanding of ‘inspirited landscapes’ at this early stage of the PhD research project. 
Cottage 44 was the home of a woman who was known to bake a variety of goods for 
the Westlake community as well as provide psychic readings. Whenever I sat in the 
location of this cottage at the top of the dell, my impression was one of overwhelming 
sadness. Given she had been a baker, I decided to experiment with flour within the 
installation. As I was also playing the character of the inhabitant of Cottage 44, I would 
stand at the kitchen bench and knead dough, experimenting with the feel and 
substance in this location which was performing a dual function, to inhabit the dwelling 
as both actor and installation artist (figure 3.13).  
Over time, I became fascinated by the traces of flour that had fallen on the ground, the 
processual presence of what remained from my actions on the site. Each time I 
repeated this process with the dough and the flour, I began to throw the flour further 
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and further from the kitchen bench, until it fully covered the ground, trees and bushes 
in the area.  
 
Figure 3.12. Cottage 44 2014, Photo: Megan Watson 
 
 
Figure 3.13. Performing within Cottage 44 2014, Photo: Megan Watson 
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Subsequent research led me to discover that Mrs. Alice Convine had actually lost two 
of her infants in a terrible accident where they were burned by boiling water. I was 
instantly reminded of the now outdated and harmful ‘old wives tale’ of throwing flour on 
burns. Following this, each time I threw the white substance over the land, constructing 
the installation (as the character), it became an action of grieving. Whether or not the 
trace of this mother’s trauma existed in this place prior to my engagement with the flour 
ritual as the inspirited presence of grief is debatable. I can only state what occurred, 
and reiterate Giannachi, Kaye, and Shanks assertion that; ‘Concepts of ‘presence’, 
‘aura’ and the ‘uncanny’ return of the past accompany an emphasis upon encounters 
with the cues or prompts of ‘site’ – with the sign or trace’.182 Was this an example of a 
traumascape, where the full force or affectus of the trauma was ‘missed’ and 
transmitted into the affectio of the landscape. The ritual enactment with the flour made 
perceptible the imperceptible traces of grief that had accumulated and stuck there. This 
is what emerges from the intensification of an affective field. It performs the space 
again and stirs up the movement, evoking conditions of the past and layers of history. 
It allows people who are attuned to the complexity of sites to be attentive and sensitive 
to the stories imprinted and held in a place allowing them to have a resonance and re-
enter the space again differently, informing those who are present to reconnect and 
make new connections. 
The processes deployed in the construction of this installation, highlights what is 
generated when one works from remains.183 In turn, my practice in this location, 
inflected the design and construction of the children’s playground installation, where 
the structures were motorized so they appeared to move independently of human 
interaction, to emphasise the absence or loss of the children in the present landscape 
(figure 3.14). 
                                            
182 Giannachi, Kaye & Shanks, op. cit., p. 3.  
183 M. Shanks, op. cit., p. 223.   
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Figure 3.14. The empty playground 2014, Photo: Megan Watson 
My processes on the Anthology site, now without permanent human inhabitants, 
revealed the activation of events stored not only in the communal memory of past 
inhabitants but also in the memory of the land, specifically in those affective hotspots 
marked by traumatic impact that could be read as permanently scarred sections of the 
affective field. 
Community Hall  
 
Figure 3.15. Old Westlake Hall Sign 2013,  
Photo: Louise Morris 
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During the final performance of Anthology, a man approached me, entering the 
installed world I had created for Cottage 44, and placing his hand on my arm, he smiled 
and said ‘You are my Grandmother’. I smiled and walked silently beside him to the 
Community Hall installation that evening to conclude the performance where he 
original sign reads ‘Centre of the Community’ (figure 3.15). 
 
 
Figure 3.16. Community Hall Installation detail 2014, Photo: Megan Watson 
 
The partial re-construction and installation of the Community Hall (figures 3.16, 3.17 
and 3.18) was a process of bringing into the present the affects of ‘community’, that 
had been made imperceptible. I utilised historical photographs donated by Ann Gugler 
to create four 2.5 x 4m collages that hung in the partially reconstructed hall. After 
sharing cups of tea, audience members were asked to participate in the installation by 
reflecting upon their own ideas of home (figure 3.19). 
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Figure 3.17. Community Hall Installation, Photo: Megan Watson 
 
 
 
Figure 3.18. Community Hall Installation 2014, Photo: Megan Watson 
 
The affective charge generated by the collapsing-together of a present community with 
a now perceptible past community, was palpable in its evocation of the social sacred. 
The walking and gathering together, as well as the song, witnessing and communal 
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remembrance that was evoked through the theatrical re-enactment of past histories 
was combined with my installation practices. These practices were concerned with 
locating and amplifying the spirit of the place through the co-mingling of past and 
present materialities in the affective field of the site. The entanglements of active 
witnessing demonstrated the restorative capacities of an inspirited landscape to hold, 
transmit and communicate the presence of the past for the families connected to the 
site and the larger community in attendance. Restorative practices involve returning, 
reimagining the past in order to reimagine future possibilities together. Collapsing-
together of past and present energies promotes an active re-valuing and sanctification 
of social exchange in-situ, a falling into place.184 
 
Figure 3.19. Community Hall Installation detail 2014, Photo: Megan Watson 
 
In 2016, permission was finally granted to design and erect new permanent signage at 
the Westlake site. The sign now marks the legacy of the Ngunawal Peoples, the once 
                                            
184 Reviewer, Peter Wilkins writes; ‘We sit in a circle to hear the late Ngunawal Elder, Don Bell, relate 
the story of the Bunyip, and, finally, where the community hall once stood, Ann reminds us of the true 
spirit of a close and equal community. O'Brien's final song, accompanied by The Cashews (Alison 
Procter and Pete Lyons with Evan Buckley) is a powerful and moving acknowledgement of personal and 
community loss. The final scene in the community hall, surrounded by photos of the people who made 
Westlake their home, compels us to reflect, through the laughter and the tears, on our own notion of 
home’. P, Wilkins, ‘Anthology by Pip Buining and Louise Morris is not to be missed’, The Canberra Times 
November 28, 2014, <http://www.canberratimes.com.au/act-news/canberra-life/theatre-review-
anthology-by-pip-buining-and-louise-morris-is-not-to-be-missed-20141128-11uvpl.html> accessed 09 
August 2017.  
103  
imperceptible Westlake community, and also documents the Anthology performance, 
providing a new layer on the palimpsest of the site, its occurrence marking a new set 
of tracks to follow and unearth in this ‘inspirited landscape’. In an email Ann Gugler 
wrote:  
‘Anthology, brought our stories to life and that required more than just 
knowing our stories - Anthology is now part of our Westlake and we thank 
you for that. The ‘work’ and the gift of the sign (figure 3.20) I believe has now 
given support to the survival of the land as a park - and land that is significant 
in the development of the city.’ Regards Ann185.  
 
Figure 3.20. New Westlake Sign Designed by Fiona Edge,  
Photo: Megan Watson 
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Figure 3.21. From Right: Ann Gugler with her daughter, grand-daughter and the actress Caroline 
O’Brien (who played Ann in the performance) gather in front of the Community Hall installation 
featuring an historical image of Ann as a child, 2014, Photo: Megan Watson 
 
The processes of materialisation that were accessed from the site and produced within 
the Anthology project were significant because they raised many questions about my 
own practice and were the lynch pin to shifting and re-orienting my approach. They 
were informed by my theatrical past and moved me towards an intensified use of 
materiality and attunement to the conditions of the inspirited site itself. As a result, I 
was able to act in conjunction with the site to draw out, identify and accentuate its 
imperceptible qualities.  
This shift involved considering my practices without the modalities of theatrical 
representation, story-telling and group promenade dominating the journey through a 
landscape, which I had become so accustomed to creating. It was important to 
challenge myself to investigate what it means to allow people to explore and participate 
in an installation with their own control and agency. To bring them alone into an 
installed environment. If the affective field was to take prominence and become the 
experience of a work and contribute to an understanding of what lived history and lived 
experience bring together, they must be generated through the installation strategies 
already active in my practice.  
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The remainder of the PhD project investigated this shift and what might be revealed 
through a change in focus and attention. The living presences I had discovered in my 
work with the artefacts, stones and peoples on the Westlake site had sparked a desire 
to explore new modalities of presence and participation in site-specific work. I chose 
to forego the use of live performance in order to foreground and explore the qualities 
of site, materiality and subtle connections within the layers of place, site, story and 
history. I was keen to investigate how these layers gather and accrue into an intensity 
sufficient to bring an affective field into play and make accessible the myriad and varied 
encounters of audiences with ecology of temporalities, materialities and sites. It was 
at this point that the research took a major turn in emphasis and direction, leaving 
behind a long history and way of making in communion with human others site-
specifically to explore a primarily solo practice in relationship to a site and in a different 
mode of communion with non-human ‘others’ in an ‘inspirited landscape’. 
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CHAPTER 4  
Processes and Practices: TIDE  
 
Retracing Affects: The generative capacities of Inspirited 
Landscapes 
This chapter will focus on the final work of the PhD project, TIDE, which was the result 
of the creative process of developed in Anthology. This creative development led the 
research into a more intensive investigation of an affective field in relationship to 
‘inspirited landscapes’. If places are indeed ‘inspirited’, it should be possible to 
catalogue or map felt affects on a given site. For me, this entailed removing any 
dramatisation of historical events and the layering of stories by actors. As a result, I 
speculated that the removal of these creative elements would allow the site to be the 
actor/s creating somatic experiences for visitors to the site. These pockets or eddies 
of affect would sit in relation to the surrogate bodies of installed objects and materials 
selected and placed. This process required me to directly confront what is involved in 
asking non-human bodies to speak to visiting human bodies and to find out what tacit 
and intuitive practices of making and relation are involved in mapping and highlighting 
such affective intensities.  
Royal Park Melbourne: Site Context and History 
The first stage of the final research project involved finding a site with a particularly 
intense affective field that also captured a history that remained largely ‘unmarked’. By 
identifying the unsettling and strange impacts of sites where the memories of the past 
have been stripped away or neglected completely it become possible to allow the 
materiality of the place to begin to have voice and take shape. This is what Roma 
Sendyka (2016) calls ‘non-sites of memory’186 that work against, for example, Pierre 
Nora’s notion of sites with significant or acknowledged memorial heritage in Lieu de 
Mémoire (1996). Sendyka’s study maps the unheimlich affects of such places in which 
memories appear not to have a foothold. Her discussions focus on abandoned or 
                                            
186 R. Sendyka, ‘Sites that haunt: Affects and non-sites of memory’, East European Politics and 
Societies, vol. 30, no. 4, 2016, p. 688.  
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hidden locations of past mass violence in Eastern Europe with no memorial marker – 
as is the case with Plaszow concentration camp (now an ‘empty field’). Rather than 
presenting symbols and stories that pull on emotion and memory, these sites provoke 
potent and measurable somatic reactions in the bodies of visitors.187  
The search for a logistically accessible site, comparable to such an ‘empty field’ in 
Australia that might hold what I would consider to be a substantial affective charge 
would not prove easy. The search involved use of the dérive or ‘drift’ 188 amongst and 
within the atmospheric currents of places that conceal or bury a traumatic past. 
Inflected with the contemplative modality of psycho-geographical practices, I visited a 
number of locations, including the Kidonan Children’s Home and the Ballarat 
Orphanage, as well as ghost towns in Victoria, Tasmania and NSW. I also visited other 
places virtually (Louis Stevenson’s ‘mental traveler’ reinvigorated via Google Earth). 
The ability to play the flâneur,189 aided by technology to perform the dérive virtually, 
allowed me to move impulsively and almost instantaneously between Auschwitz-
Birkenau, Rottnest Island and a submerged ghost town of Adaminaby, located in the 
Snowy Mountains, NSW.190 It was via this virtual dérive, scanning over an aerial 
Google Earth map of Melbourne’s CBD that the distinctive topography of Royal Park 
Melbourne, specifically it’s enormous grass circle, re-asserted its prominence. In an 
instant, I recalled my past corporeal experience of the park and the tangible unheimlich 
affective impact I remembered it had left upon me. I returned to the site.  
 
                                            
187 ibid., pp. 688-691. See also J. Protevi, Political Affect: Connecting the social and the somatic. 
University of Minnesota Press, 2009; N. Sullivan, ‘The somatechnics of perception and the matter of the 
non/human: A critical response to the new materialism’, European Journal of Women's Studies, vol. 19, 
no. 3, 2012, pp. 299-313 and N. Sullivan, ‘Somatechnics, or, the social inscription of bodies and 
selves’, Australian Feminist Studies, vol. 20, no. 48, 2005, pp. 363-366. 
188 G. Debord, ‘Two accounts of the derive’ in E. Sussman ed., On the Passage of a Few People Through 
a Rather Brief Moment in Time: The Situationist International 1957–1972, MIT Press, Cambridge, 1989, 
pp. 135-9. See also Chapter 2 of this exegesis, pp 59-60.  
189 M. Coverley, loc. cit. 
190 This notion of the virtual drift is an interesting development in contemporary psycho-geographical 
practices worthy of further interrogation beyond the bounds of this project. I also realise there are issues 
and contradictions regarding the connection to place and feeling the inspiritment by approaching the 
selection virtually. Nevertheless, I maintain it was a useful tool in locating the distinctive prominence of 
the grass circle that jolted my affective memories of having visited the site years before, that prompted 
my need to return to the site physically to see if it was indeed an appropriate site in which to locate my 
practice led research. 
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Field notes: August 2016  
Suddenly through the trees it appears and just like the first time I came across 
this grass circle unexpectedly, I am awestruck by its size and expanse. The city 
skyline has the quality of an unsettling dream. The city appears lost in time. The 
park is deserted and my solitude is felt as reflected in a mirage of the city. I feel 
as though I am the last person alive. The effect of the spectacle is post-
apocalyptic and its affective charge is unnerving. I walk through the long grass, 
making my way to the centre of the circular mound, the sound of crickets 
growing louder in the afternoon heat. I am aware of the wind, how exposed to 
the elements I have become. How exposed I am. I don’t feel safe here, I feel 
watched by hidden eyes and my sympathetic nervous system kicks in; the 
vestigial reflex of fight or flight imprinted as raised bumps on my skin surface. 
Turning slowly in a circle, the 360-degree panoramic expanse seems to evoke 
a comparable affective response to a desert, a country field, a cliff overlooking 
the ocean. It is sublime, the city and grassland at once pulsating with all the 
threshold sublimity and terror the term contains. I should feel free and relaxed 
in this beautiful, wild open parkland away from the hustle and bustle of city life 
but I do not. My felt-body is perceiving real danger. But there is none. I open my 
notebook and draw the circle. I mark the spot I am standing with an X. Here. Be 
here.  
Because, the Royal Park Grasslands are a vast and somewhat desolate 380m circular 
site, it seems separate from, yet connected to, the city. Its boundaries also touch on 
The Royal Children’s Hospital and the rolling grass hill of the newly installed nature, 
Indigenous seasons playground, which I felt acted as a channel/s and inlets to a shared 
past and to a shared future. Convinced by the overwhelming affective charge of the 
site, I walked the numerous horizontal trajectories of the Royal Park grass circle that 
day, before beginning a vertical descent into its past.  
The grasslands of Royal Park were once significant Corroboree ground for the Kulin 
Nations and the site continues to hold spiritual significance for the Wurundjeri people, 
the traditional owners of the land, 191 and while this legacy remains invisible on the site, 
                                            
191 Victorian Heritage Register., Royal Park, 2014 <http://heritagecouncil.vic.gov.au/wp-
content/uploads/2014/09/Heritage-Registration-Report-Royal-Park.pdf > accessed 20 February 2017.  
Victorian Heritage Council., Royal Park: Statement of Significance 
<http://vhd.heritagecouncil.vic.gov.au/places/1954#statement-significance> accessed 20 February 
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on the outskirts of the circle, a bluestone Cairn marks the departure point of Burke and 
Wills from the location in 1860. The front inscription reads; ‘This memorial has been 
erected to mark the spot from whence the Burke and Wills Expedition started on the 
20th August 1860. After successfully accomplishing their mission the two brave leaders 
perished on their return journey at Coopers Creek in June 1861’. One need not reflect 
long to see the monument as a symbolic perpetuation of colonial mythologies, erected 
to inscribe an authorised memory of the nation upon this somewhat deserted place. It 
makes no mention of the unsuccessful aspects of the ill-fated journey, or the now well 
documented inability to make use of Aboriginal knowledges in order to survive. It 
certainly leaves the violence subsequently perpetuated upon indigenous knowledges 
and peoples fully unspoken and in stark contrast to, and directly in the path of this 
‘successful and brave journey’.192   
The histories, both those documented officially and those which remain unmarked, 
reverberate in the materiality, location and evolution of the space/place. The 
abundance of the unmarked and vaguely perceptible made Royal Park a site to which 
I could attune visitors and coax out the resonant frequencies. It was a site where the 
affective field seemed particularly intense and lively, even though it was largely absent 
of human bodies (give or take a dog walker or a solitary jogger). It was this liveliness, 
in the absence of human bodies, that was intriguing and convinced me that the site 
was indeed an appropriate location to undertake research regarding the accumulation, 
transmission and intra-action of affects as a field of phenomena.    
This stone Cairn with its dual function as a marker for both orientation and burial across a 
range of diverse cultures, appeared to me, poignant, yet out of place and hopelessly lost 
in time. It seemed to have been forgotten as the east/west traffic idled in congested 
frustration less than 200 metres away. To my eyes, it persisted, as grotesque as it was 
insistent, an erupting grave of bluestone and concrete memory from the centre of its 
                                            
2017. See also Andrew Long and Associates, Royal Park, Parkville, An Aboriginal Archaeological and 
Historical Heritage Study, Melbourne, 2002.  
192 See I. D. Clark & F. Cahir, The Aboriginal story of Burke and Wills: forgotten narratives, CSIRO 
Publishing, Collingwood, Vic, 2013; H. Allen, ‘The space between: Aboriginal people, the Victorian 
Exploring Expedition and the relief parties’, in McCann, D, Joyce, E, & D. McCann, eds.; Burke & Wills. 
The Scientific Legacy of The Victorian Exploring Expedition, CSIRO Publishing, Melbourne, 2011 pp. 
245-274 and A. Curthoys, ‘Expulsion, exodus and exile in white Australian historical mythology’, Journal 
of Australian studies, vol. 23, no. 61, 1999, pp. 1-19. 
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circular, unkempt path, a miniature version of the grass circle it sits alongside. It is 
undoubtedly part of my white colonial inheritance, but it is now emblematic of a contested 
colonial metanarrative in this post-colonial landscape.  
Royal Park was set apart as parkland by Charles La Trobe in 1845 and was later 
utilised as a military camp in WW1 before the grass circle housed a significant section 
of the American military base, Camp Pell from 1942–1945 following the bombing of 
Pearl Harbour during WWII. There is an urban legend that an extensive military tunnel 
system was built under the park that was sealed up and hidden when the Americans 
departed. Although it remains a legend, urban explorers continue their search. During 
the ‘brown out’ period, when streetlights were dimmed due to fears of a Japanese air 
attack, a definitive traumatic layer of the site was writ large when the serial murders of 
a number of local women were perpetrated by American private, Eddie Leonski. 
Leonski, stationed at Camp Pell was named ‘the singing strangler’ due to his stated 
desire, professed at trial, to capture and destroy the beautiful voices of his female 
victims. He was later hung for his crimes at Melbourne’s Pentridge Prison.  
At the end of WWII, the disused army huts and the limited and inadequate associated 
facilities were inhabited due to a housing shortage. Under the direction of the Victorian 
Housing Commission, they became the transit camp or ‘slum’, known colloquially as 
Camp Hell from 1946-1956.193 It is the discovery of this layer of stories, and 
                                            
193 Historical information regarding the Royal Park location has been primarily sourced from:  
Victorian Heritage Council., Royal Park: Statement of Significance 
<http://vhd.heritagecouncil.vic.gov.au/places/1954#statement-significance> accessed 20 February 
2017; M. Backhouse, ‘Right royal battleground’, The Age, July 18, 2013  
<http://www.theage.com.au/victoria/right-royal-battleground-20130717-2q4b3.html> accessed 25 
January 2017; J. Bell, ‘Hands off Royal park and our sacred sites’, (We) can do better, 2012 
<https://candobetter.net/node/3109> accessed 05 February 2017; P. Dunn, Australia at War: Camp Pell, 
2015 <http://www.ozatwar.com/ozatwar/camppell.htm> accessed 14 December 2016; L. Instone, 
‘Encountering Native Grasslands: Matters of Concern in an Urban Park’, Australian Humanities Review, 
no. 49, 2010, pp. 91-117. N. Musgrove, ‘Defining and defying the image of Camp Pell’, Parity, vol. 19, 
no. 10, 2006; A. Shand, Camp Hell <https://adamsh.wordpress.com/2014/07/25/camp-hell/ > accessed 
23 November 2016; H. Pace, ‘’All the Nice Girls ..." A Case Study in the Social Control of Women, 
Melbourne, 1942, Hecate, vol. 18, no. 1, 1992, <https://search-proquest-
com.ezproxyb.deakin.edu.au/docview/210923223/fulltext/F139471286BD423CPQ/15?accountid=1044
5> accessed 17 December 2016; I. Chapman, Private Eddie Leonski: the brownout strangler, Hale & 
Iremonger, Sydney, 1982. Historical images of the camps and local life utilised as key sources are 
located in in the State Library of Victoria Digital Archive <http://www.slv.vic.gov.au/search-
discover/explore-our-digital-image-pool?page=1&keyword=Camp%20Pell&smt=1> accessed 18 
January 2017.     
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recollections of community life in the camp194 (as well as the almost identical language 
used in the press to describe the ‘slum’ of Camp Pell/Hell), which stand in contrast to 
first-person stories of community survival and resilience that created a striking specular 
relationship with the Anthology site and the community of Westlake.  
I am certainly not the first researcher or artist to become fascinated with the affective 
intensity of Royal Park and its layered, traumatic history. A number of artists, historians 
and researchers have found themselves inexplicably unsettled by this immense grass 
circle.195 Melbourne Psycho-geographer, Nick Gadd has recorded the strange and 
unwelcoming atmosphere of Royal Park and its unique relation to Melbourne’s 
unconscious, buried history, stating: ‘The park’s history is littered with episodes of 
trauma that seem, somehow, to have imprinted themselves on the land’.196  Indigenous 
author and historian, Tony Birch and academic and visual artist, Tom Nicholson have 
engaged in a number of lengthy collaborations regarding their shared fascination with 
Royal Park; the disappeared Camp Pell including Camp Pell Lecture (2010) and The 
Ngamajet (2010).197 In an interview with Lucy Salt, Nicholson muses upon the 
importance of being unsettled by locations with a traumatic history that we sense in 
Royal Park:  
 
                                            
194 It is important to note here that in contrast to the Anthology project, my approach primarily involved 
archival research via Trove and State Library of Victoria archives rather than first person engagement.  
195 The nature of the practice led research and exegesis does not allow one to fully interrogate the 
readings of the site revealed by these practices as fully formed case studies, but they are selected and 
represented here in relation to a significant contribution to the community of arts practice and research 
centred around Royal Park Melbourne: L. Salt, ‘Looking Again: Encounters with Royal Park, Melbourne’, 
Meanjin, vol. 73, no. 4, 2014, pp. 36-48; Environmental Performance Authority, Djirri Djirri Dancers and 
Grasslands Day at Royal Park, Site-specific ecological performance, 2016. 
<https://web.facebook.com/events/212431802534956> accessed 10 December 2016;  
E. Johnson, Shore Royal Park and Arts House YIRRAMBOI FESTIVAL, May 2017 
<http://yirramboi.net.au/events/shore-performance/> accessed 12 May 2017.  
P. Connolly, ‘Case Study 2: Royal Park’ in An affirmative open systems conception of how to design 
landscape, PhD Thesis, RMIT University, Melbourne, 2012, 
<https://researchbank.rmit.edu.au/view/rmit:160484/Connolly.pdf> accessed 20 March 2017.  
196 N. Gadd, ‘The unconscious of the city’, Melbourne Prize for Literature 2015, p. 51 < 
https://griffithreview.com/wp-content/uploads/Melbourne-Writers-Prize-2015-Final-Proof.pdf> accessed 
26 May 2017. See also N. Gadd, ‘The Strangeness of Royal Park’, Melbourne Circle: stories from the 
suburbs, May 2015 <https://melbournecircle.net/2015/05/23/the-strangeness-of-royal-park/> accessed 
24 January 2017.  
197 T. Birch & T. Nicholson, Camp Pell Lecture, Artspace, Sydney, 2010; T. Birch & T. Nicholson, The 
Ngamajet (2010) http://www.tomn.net/projects/2010_06/. See also T. Nicholson, Monument for the 
Flooding of Royal Park, Schwartz Media, Melbourne, 2009. 
112  
We think that it’s easy, just in the course of living, that we know and we cease 
to see. So, the unsettling of that sense of resignation and a kind of prompting 
us to look again and look more slowly or differently is a kind of important 
thing that art does but also that sites can do, like the park.198  
Surveying such accounts and artistic practices, it became clear that some expert 
observations had been made regarding the Royal Park site, but this challenge of 
Nicholson’s to look again, and look differently and to return, was consistent with my 
research goals. In the creation of TIDE, my artistic sensibilities were focused squarely 
upon the affective potentialities of material intra-actions and the subsequent intra-
affectivities that emerged from within specific encounters; my choices regarding the 
construction and placement of the installation elements. In this way, I had the 
opportunity to draw out and amplify the layers of the site in a significant way that could 
make a new contribution. The life of a place is made vibrant when added layers 
transform the site into a material palimpsest, shimmering and drawing attention to 
features marked by past the past, as well as past research and artistic engagements.  
Furthermore, the accounts of previous artists and researchers assist in giving weight 
to my assertion that the Royal Park grass circle holds a very peculiar atmospheric 
tension. These accounts corroborate my feeling that affective and corporeal conditions 
are tied to a very real traumatic past, aroused again and again in those that walk 
through and across the grass circle. Along with Gadd and others, I have been 
compelled to ask, ‘What (the hell) happened here?’199  
Encountering the atmosphere of the park involves registering something that appears 
inaccessible, and provokes an automatic or involuntary somatic response. In 
Atmospheres and Lived Space (2014), Tonino Griffero describes atmospheric feeling 
as spatialized as well as pre-subjective and pre-objective. He argues that atmospheres 
are accessible via our ambulatory and synaesthetic systems of perception rather than 
our representative-ocular-distal systems. He describes atmospheric perception as a 
‘holistic and emotional being-in-the-world’200 where the ‘felt body senses tensions and 
expressive orientations in the surrounding world’.201 
                                            
198 T. Nicholson as quoted in L. Salt, op. cit., p. 44.  
199 N. Gadd, 2015, op. cit., p. 51. (my addition in brackets) 
200 T. Griffero, ‘Atmospheres and Lived Space’, Studia Phaenomenologica, no. 14, 2014, p. 32. 
201 ibid., p. 44.  
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I assert that the Royal Park grass circle, and its immediate surrounds is an ‘inspirited 
landscape’, activated by numerous human and non-human agents. The felt affects of 
threat and loss, so prominent in the centre of the grass circle, can be understood as a 
pre-cognitive, involuntarily, corporeal response to a complex traumatic history that is 
active within the interconnected mesh of this unique and troubling affective field. This 
site does not emit/transmit the intensity of a site such as Plaszo, nor was this the site 
of a mass state sanctioned genocide. Nevertheless, the disturbed atmospheric and 
unheimlich affective environment palpably holds very specific information and, I would 
argue, this information might be felt and interpreted as instructions or prompts to 
present bodies. When a body receives many affective prompts and signals it is difficult 
to unpack or read the palimpsest of traumas for example: the colonial trauma in relation 
indigenous peoples and histories,202 the trauma of both World Wars and the US 
alliance, the trauma of poverty and neglect and the trauma of explicit sexual violence. 
Furthermore, the imprint and atmospheric quality of these affects is particularly intense 
in this location heightened by the ethics and politics of Australian cultural memory, and 
a seemingly aggressive compulsion towards forgetting and ‘getting over’ the felt past. 
It appears that this agenda of mass forgetting has swept aside any visible remains of 
this traumatic history on this ‘non-site’ of memory we call Royal Park (the Burke and 
Wills monument and Camp Pell sentry boxes aside).  
As well as its located history, it could be argued, the site also holds within it the meta-
affects or archival traces of the nation. Specifically, the intensities that can be captured 
and given a form, become more perceptible and speak very clearly to a forgotten past. 
The relations of power that have been transmogrified into the suffering ‘others’, have 
accumulated and become palpable on the site. 
Following a process of attending to the site that involved walking through numerous 
points of entry to the circle and immersing oneself within Royal Park’s atmospheres 
and archival histories, I remained entranced and fixated by (as had many before me), 
the affective pull the landscape produced in relation to the city horizon. The current 
                                            
202 It should be noted that I actively sought to engage Indigenous voices in this stage of the research 
regarding the oral histories in relation to Royal Park. Whilst I gained permission from Wurundjeri Elders 
to engage in my artistic practice in regards to making and installing TIDE on their Country, I did not 
however, walk the land with an Elder or develop any significant relationship that permitted any 
transmission of knowledge of Country. As such, a substantial layer of indigenous knowledge and history 
in relation to the Royal Park site remains unknown to me.    
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City of Melbourne planning and management strategy for Royal Park builds upon the 
winning entry by landscape architects Brian Stafford and Ronald Jones of Laceworks 
Landscape Collaborative. They describe the character of the park as inherent in its 
form, ‘a place where the earth swells, the dome of the sky soars overhead and the 
horizon beckons’.203 This beckoning horizon, the spectacular cityscape I was 
captivated by, guided my attention towards the grass hill on the outskirts of the circle. 
The affective pull of the site, toward the city horizon prompted my decision to move 
outside of the circle both physically and in thinking about my installation design. This 
corporeal movement, became the catalyst for my return to the origin site of the 
research project. This key shift in movement and focus upon the site, was in turn, a 
key generator in my thinking through making. This physical movement to the grass hill 
led me back conceptually as well as physically to the maritime precinct at Williamstown 
and Point Gellibrand, Victoria's first permanent white settlement and seaport, the site 
of the 2009 work, Collapse.  
Field Notes: January 2017 
Sitting on the grassy hill at the Royal Park site, looking over the newly 
constructed Indigenous Seasons playground, I wonder what on earth, I as a 
solo practitioner, could possibly do on this immense site that could have any 
impact at all. The present site is as enormous as it is traumatic, and it has 
become overwhelming. I look beyond the Star Observation Wheel and the twin 
towers of the Bolte Bridge towards Williamstown and I am suddenly struck by 
the notion that this place (Royal Park), and that place (the Old Port of 
Melbourne/Seaworks), share a unique specular relation due to the affective 
impact of their traumatic colonial history and their affective (somewhat post-
apocalyptic) spatial atmospheres. I Google it up. I can draw a straight line from 
Port Gellibrand to the Burke and Wills Cairn and it passes right through the 
centre of the grass circle. I am acutely aware that one can make all sorts of 
                                            
203 Stafford, B & Jones, R as quoted in The Australian Institute of Landscape Architects AILI Award 
2010: The City of Melbourne for Royal Park Melbourne 
<http://www.aila.org.au/iMIS_Prod/AILAWeb/The_AILA_Award_2010_2.aspx> accessed 21 March 
2017. See also City of Melbourne, Royal Park Masterplan, 1997. 
<https://www.melbourne.vic.gov.au/SiteCollectionDocuments/masterplan-royal-park.pdf> accessed 26 
March 2017.  
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arbitrary connections by drawing a straight line between any two places on a 
map and I’m not prepared to open a can of Ley Line worms, but something 
about this connection, due to my past site-specific practices and the discovered, 
hidden histories in both locations appears far from an arbitrary coincidence.  
I wonder if the city skyline really does create a mirror surface in one place that 
is reversed if one stands on the other side. I wonder why these two places 
generate comparable affective fields. What is the affective connection? I 
immediately make my way back across the Westgate Bridge and find myself on 
the edge of the pier in this other ‘inspirited landscape’. And yes, the mirror of 
the skyline is (of course) inverted. Its affective field is restless, threatening, 
similar to where I have just been. I know this place; the ghosts of the women 
wading through the filthy water toward Famine Island merge with the ghosts of 
the women, our artistic collective who made ‘Collapse’ here in this place. The 
‘affects’ are at once personal, intergenerational and pre-individual (collective). 
These affects appear to form direct lines in space woven from all that comes to 
us indirectly.  
Momentarily, I am drawn away from the distant post-apocalyptic spectacle of 
the Melbourne skyline and I recall the inorganic bodies that were the smashed 
boats of the Collapse performances, and, after searching for some time, 
discover that some remnants of the boat are still there, their journey still evident 
amongst the debris on the site. What was once a ‘prop’, a symbol used to serve 
our specific representative purpose, a mere vessel of lost hope we smashed as 
a veil for traumatic ‘meaning’ eight years ago, has taken on its own ‘thing-
power’. 204  
I take the pieces of splintered wood and holding them in my hand, I sit amongst 
the affective memory of collapse and ruin, considering the reason for my cyclical 
return to the site of Collapse. I realise these pieces of wooden boat and I are 
part of something else. It is not only the human community that needs to fall 
together and into place, but the human-non-human community. I now know the 
boat and I are destined for another journey, but this time, I’ll let them lead the 
                                            
204 Bennett, op. cit., xvi. 
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way. 
This was a moment of practice-thinking, formed by operating within the materiality of 
both sites that a fully opened door had been left ajar in Margaret Cameron’s 
provocation 10 years prior to ‘Collapse without falling apart’.205 This was a cyclical 
return that led me to question deeply why material and magical or immanent and 
transcendental modalities of intra-relation were ripped asunder in the first place. 
Importantly, the movement cemented the core material with which I would engage in 
relation to the site. A wooden boat.  
Material thinking to Materialisation 
Once I had located a boat as the primary installation piece (built in the same era the 
Royal Park site was occupied by the American military) I embarked on the initial stages 
of the installation design.206  
In the early stages of devising the final work, I responded to the affective charge of the 
site, remaining fixated on the centre of the grass circle. Initially, I proposed a gesture 
that involved hauling the boat from Williamstown to Royal Park. This involved gathering 
the surrounding community to witness a ritualised burning of the boat on the grass 
circle with associated theatrical gestures of movement and song. Critically reflecting 
upon this early impulse, I became aware that the proposition of this action was, 
fundamentally, a return to an old way of working, my default artistic modality of 
exchange, that privileged restorative, ritualised spectacle on a site, representative of a 
desire to bring others together where I stood so often alone. A deeper interrogation of 
the proposition revealed two important considerations: 1) The performative, ritualised 
spectacle would certainly bring a community of people together on the site but with a 
focus on only one part of a vast, under acknowledged affective field and 2) A focus 
upon such a theatrical spectacle would direct our attention away from the subtle and 
nuanced affective vibrations of Royal Park, overriding a feeling-mode of giving, 
lending, and forging of forms to hold, amplify, displace, accentuate, re-orient, draw 
closer, push along, or slow down. In other words, such an action might, in fact, override 
the subtle undulations and movements of the affective field that was my research 
                                            
205 Cameron, loc. cit. 
206 See Appendix 2A: TIDE Early Design Phase 
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focus. As such, coming to an understanding of this affective field, the work needed to 
be experienced through bodily sensation, and demanded a different mode of 
engagement and creative process; an engagement with new modalities and material 
practices beyond performative representation as restorative spectacle.  
The trajectory of the PhD project and the demands that the process itself made, tipped 
me across a threshold. I decided that it was important to focus on the activation of 
installed objects which did not attempt to ‘stage’ the place or create a holding structure 
for performers to speak. Instead of activating the connections through spectacle, 
dramatisation or narrative, the connections would need to be made immanent in the 
way the objects related to each other in this particular landscape. This is a crucial 
insight of my PhD process and the way practice-led inquiry activates other modes of 
acquiring and contributing to knowledge. 
A catalogue of affects made by walking and tracing  
This exploratory stage of the research required becoming open to an alternative way 
of a mapping of the site. In contrast to looking for performative staging of the emotional 
aspects of the research, I had to re-attune myself to potentials in a dynamic affective 
field. The data collected needed to supply historical connections, pathways, nodes, 
gathering points, intensities and my own affective hotspots. The diagrams of the site 
selected and displayed below, (figures 4.1, 4.2 and 4.3)207 document my walking, 
mapping and tracing practices. This process involved opening myself, becoming 
sensitive, allowing thought and feeling not to be categorised too quickly – identifying 
and recording an assemblage of information, (feeling-facts and thinking-vagaries), 
regarding the site in relation to different provocations. These pathways were then 
traced over and over a single template of the site, creating a palimpsest of pathways 
and impact points. Of the many maps produced, I have chosen a few that mark distinct 
and clear difference in the way I began to deal with the site as an active agent in its 
own right.  
 
                                            
207 For further tracings please refer to Appendix 2B: TIDE Mappings.  
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Figure 4.1. Left Image: Site template  
Right Image: Recorded pathways of random walking practice traced over template 
 
Some of the tracings in the catalogue simply record a particular pathway walked on a 
site visit (figure 4.1). Other tracings were the result of deliberate provocations and 
parameters I set for the walking journey, i.e. stay away from the centre of the circle 
(figure 4.2), or walk and record a journey based on the April night sky (figure 4.3).  
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Figure 4.2. Left Image: Site template Right Image: Recorded pathways of walking practice 
with provocation to avoid the centre of the circle traced over template 
 
Figure 4.3. Left Image: Site template Right Image: Recorded pathways of walking practice  
traced over template in relation to April Night Sky Astronomical Chart 
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Through the collection of data in this manner, I was able to identify recurring patterns 
of movement as well as specific locations of affective intensity that I repeatedly 
returned to (or avoided) during my walking practice. Using the tracing paper method, I 
was also able to examine the relationship between past and present pathways and 
landmarks, using historical aerial photographs of Camp Pell in the 1940s (figure 4.4). 
 
 
 
Figure 4.4. Grass circle with historical overlay of Camp Pell 1942 
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Figure 4.5. Tracing of Camp Pell historical aerial photograph onto site template with right image 
showing directional affective pull toward more historically populated areas. 
 
Combining the tracing and drawing practices off-site with embodied, felt bodily 
practices (a sensual openness to being affected), on-site began to reveal patterns of 
movement and rest as well as affective tracings and connections that were repeatedly 
being activated in my felt body. The elements embedded in the site appeared to 
produce certain bodily dispositions and, I noted, a distinctive directional pull toward the 
SE quadrants of the circle (figure 4.5).  
It was interesting to ponder whether information regarding past inhabitation was being 
transmitted unconsciously, for example, in the NW quadrant of the circle was an area 
that I rarely felt the need to walk, often avoiding it completely. In the aerial imagery 
(figure 4.4) and my tracing (figure 4.5), one can clearly identify this quadrant as a less 
densely occupied area of the historical camp. In addition, when walking the site a week 
before the final install with Chris Nicolson from SERCO, he pointed out the sections 
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the Council prefer the audience avoid, due to native grass regeneration on the site. 
There was no problem because this was the exact area I had already been avoiding.  
The attention to traces examined throughout the Anthology practice, transmogrified 
into a fascination with tracings in TIDE and are consistent with what Ingold has 
described as ‘ghost lines’.208  Through my markings, I became aware of older tracings 
of site pathways and intensities visible throughout the multiple layers of the palimpsest 
of pathways (figure 4.6).  
  
Figure 4.6. When one places the tracing pad images (right) alongside the original site template (left), 
one can clarly see the traced layers of activity appear as a palimspest. The image on the right, shows 
the dominant traces or marks that emerged from repeated returns, influencing the landing of materials 
in the final design. See Appendix 2B TIDE Mappings, for a full catalogue of these traced mappings 
that arrived at the palimspest (right). 
 
Like the ghost lines that make imaginary mythological figures and constellations in the 
night sky from the points of stars that Ingold describes,209 I was making traces on the 
                                            
208 T. Ingold, Lines. A brief history, Routledge, Oxon and New York, 2007, p. 50. 
209 ibid. 
123  
site in the form of ghost lines between my points of perceived affective intensity. I noted 
the directions in which I felt pulled, and at the points which my breath became caught, 
my muscles tensed. In these places, I felt strong responses of flight or fight in these 
places and the impulse to linger or retreat. The affective impacts of tension or anxiety 
were clearly more noticeable (as Freud argued) but over time, I began to locate other 
affects; such as the desire to slow down, as well as more calming affects in sheltered 
locations or places that invited rest and reflection.  
My repeated walking and tracing of these pathways was not a reductive tracing (like 
the desire lines, or lines made by walking etched on the grass circle, which, 
interestingly echo the historical roads of Camp Pell), it was a repeated bodily 
performance made in response to recurrent affects that began to accumulate into a 
distinctive ghosted pathway or preferred navigation through the meshwork of the 
affective field. 
Affective capacities and generation 
The artistic process described above was punctuated by the repeated return to certain 
areas in the park (sites within sites) that I determined to be zones that held particular 
affective qualities and intensities. The walking and tracing practice allowed my focus 
to extend beyond the powerful pull of the centre of the grasslands to discover further 
locations where, I will argue, the traumatic spreads and links deep histories, which 
emerge as the affective composition and constitution of the overall site.  
The following discussion will discuss a few of these sites within sites to indicate the 
intensity of affect and the connection back to the affective field. Some sites are linked 
to specific historical events while others are linked to specific qualities of relation to the 
site and it connection to the larger landscape. 
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She stopped singing  
 ‘She had a lovely voice. I wanted that voice. She was leaving to go to her house and 
I did not want her to go. I grabbed her by the throat. I choked her; I choked her’.210  
The traumatic murder of Gladys Hosking in the muddy air raid trench of Camp Pell, on 
the evening of May 18 1942, by the ‘singing strangler’ Private Eddie Leonski, is one of 
the more disturbing layers of the sites history. My curiosity led me to discover the 
involuntary affective responses that might be ‘readable’ or felt in this traumatic 
landscape. Drawing upon trial transcripts, newspaper sources and historical 
photographs, I was able to ascertain that the murder had taken place somewhere along 
Gatehouse St, and I was initially drawn to a location on the edge of the grass circle 
with a large mass of tangled, damp native weed. I was initially pulled toward the area, 
because the vegetation was unlike the manicured native gardens or the dry scrubby 
species found elsewhere around the circle. Upon closer inspection, aside from my 
somatic response of unease as well as a sensory awareness of a suffocating 
atmosphere, the discovery of a number of recent traces compelled me to think that I 
may indeed be close to the location of the murder. I then cross checked historical 
photographs (figure 4.7 and figure 4.8) 211 with the appearance of the houses opposite 
the location, and found the native weed where I stood was now covering the original 
murder site. 
                                            
210 E. Leonski, quoted from Transcript of Evidence - Leonski Murder Trial-U.S. Military Forces, National 
Archives of Australia, Barcode 101035, p. 364  
<http://trove.nla.gov.au/newspaper/article/11977130> accessed 23 March 2017 
211 http://trove.nla.gov.au/newspaper/article/11977130 
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Figure 4.7 The Argus Wednesday May 1942 
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Figure 4.8 Victoria Police image of crime scene   
and recent photograph of Gatehouse St. 
 
The following field notes indicate my movement through this process of reading the felt 
and accumulated traumatic affects in the location. 
Field Notes: March 2017 
Searching for her lost voice. I walk along Gatehouse St, uncertain as to what 
exactly I am looking for or expecting to find. I am compelled to stop at distinctive, 
leafless black tree and notice an area of trees that appear to be surrounded and 
engulfed by tangled, consuming native weed. The vegetation appears unusual and 
somewhat out of place in the park. I make a note of the street numbers opposite 
166–170. Venturing into the bushes, I see a sheet of blue plastic and rubbish in the 
bushes. It almost looks like a body bag. This draws me in to investigate closer; I 
discover old clothes, a shoe, wine bottles, syringes and empty Valium packets 
(figure 4.9). This is deeply disturbing. It speaks of damage. Of pain and neglect. Of 
hurt and death. Of hiding. There are visible traces of trauma here, today. If this is 
indeed where this terrible act of past violence took place, it seems this traumatic 
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and oppressive event has lured and captured others here. Accumulation and 
transmission of affect. 
 
 
Figure 4.9. Murder Site 2017. Photo: Louise Morris 
 
Field Notes: April 2017  
I return to the ‘murder site’ with my colleague Kirsten Prins,212 She ventures further 
into the weed than I had been willing to go alone and she jumps back; ‘Oh God, 
look, that looks like a body’. She points out a sleeping bag in the bushes (figure 
4.10). We are both taken aback and stand before the area for a time in silence. 
The shape of the sleeper (now long gone) has made a permanent impression 
of a human form in the weedy undergrowth. The imprint and the bag does not 
appear inanimate, but neither is it animate, or full of life. It is uncanny. It 
                                            
212 Kirsten Prins is an artistic colleague whom I invited to take part in a series of dialogues while walking 
the Royal Park site. I was interested to hear, in this stage of the research, her felt responses to the site 
and where her observations and responses both intersected or diverged from my solo practices and 
responses. 
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communicates trauma and death.  This sleeper, their body here and her body 
discovered in the V shaped muddy trench long ago. If trauma can mark the 
body, then surely it can mark the land.  
 
 
Figure 4.10. Murder Site 2017 Photo: Louise Morris 
 
It becomes clear that this location is a particularly potent hotspot, due to what could be 
considered an accumulation of traumatic affects. The vegetation, while providing 
shelter from the open expanse of the grass circle is also oppressive and threatening in 
its felt affects. The damp weed, although a native species, grows over everything and 
communicates a ‘covering up’. The location is unsettling, due largely to the feeling that 
is evoked that the area is hiding something and is out of site from the rest of the park, 
Gatehouse St and the public walkways. One has the distinct impression that you might 
come across something unexpectedly as any activity may be concealed here. When 
the traumatic history of the spot is fully revealed, then one imagines the native weed 
that covers all the vegetation in the area repeating an action of strangulation.  
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A developing understanding of how non-human bodies might accumulate and generate 
affects in intra-action, in this case the weeds, led me to consider how the archival 
stories and accounts, revealed a recurring reference to mud; the muddy air raid trench 
Hosking’s body was discovered, the incriminating mud covering Leonski’s clothes; the 
dirt floors of the tents and shelters of Camp Pell/Hell turning to mud in the Melbourne 
rain. At this stage of the process, the mud revealed itself as a key materiality, that 
appeared to hold the presence of the past in this particular site. 
Materialisation Processes: Intra-actions drawn from immersion and 
resurfacing.  
I began a series of materialisation processes that involved immersing myself on the 
site for longer periods of time while attempting to resurface and locate traces of the 
past in material substances. My embodied performance training and practice informed 
the way I moved through the site and helped to turn the hotspots of affect into materials 
performing themselves in the landscape. My initial focus was on the distinctive yellow 
mud so often referred to, not only throughout the Leonski murder trial, but also in the 
archival descriptions of the Camp Pell grounds and the terrible conditions the residents 
describe living under in Camp Hell, transit camp; enduring life amidst the constant 
presence of dirt turned mud for over a decade. My walking practice continued, with my 
attention focused at ground level but it seemed that this ‘mud’ was nowhere to be found 
and was long covered by the planting of the native grasses on the circle.  
After a particularly heavy March rain, I returned to the site with buckets and torn white 
bedsheets in the hope that I might be able to locate the now elusive, and key material. 
Interestingly, this search led me beneath a cluster of trees in the SE quadrant of the 
circle that I had not visited before, and I was able to locate a section of exposed, yellow 
mud. I continued the experiment, which involved covering the fabric in mud and then – 
walking the most prominent ghost pathways that my tracing practices had revealed – 
with the provocation I had given myself to drop a piece of muddied cloth in the places 
I felt a particularly strong affective surge or strong shift in impulse. This process is often 
called pulse work213 in theatrical contexts, and is an embodied physical technique of 
                                            
213 This impulse work has been part of my performance and site based performance practices for many 
years, with my understandings developed from the nine viewpoints defined by Bogart and Landau. 
These are space and spatial relation, architecture, shape, gesture, topography, kinesthetic response, 
repetition, tempo and duration. See A. Bogart, and T. Landau, ‘Introducing the individual viewpoints’ 
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centring the breath and relaxing the body before moving with a series of simple actions 
(I used walking, running, lying down and stillness in this case) through a space. The 
aim of the activity is to develop a kinaesthetic awareness of one’s own internal 
impulses (to do or not do one of the stated actions on impulse).  
The technique of pulse work as a process is designed to amplify one’s immersion in a 
given environment and build awareness of how one’s impulse responds or intra-acts 
with other impulses in a space. This might be other actors (human bodies) or non-
human actors such as objects, architecture, light, topography and so on. I used this 
technique to generate creative interpretations and understandings of an environment 
by responding to internal and external impulses in the given site (figures 4.11–4.14).214 
I understand these bodily impulses to be a result of affecting and being affected – or 
to be precise, a mode of being immersed in a process of intra-affectivity – which 
produces physical impulses in response. In this case, the method was used to unpack 
and make perceptible a set of tacit and intuitive responses in relation to affects in the 
Royal Park landscape. The muddied cloths were a way of materialising my affective 
responses to the space by dropping the cloths each time I felt a strong shift in impulse, 
i.e. to be still, to run, to lie down. I also dropped a cloth in relation to any emotional 
surge felt i.e. worry, sadness, hopefulness and so on.  
 
                                            
The Viewpoints Book: A Practical Guide To Viewpoints And Composition Theatre Communications 
Group, New York 2004, pp 35-63.  
214 For further photographic documentation of these processes refer to Appendix 2C: TIDE Material 
Processes 
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Figure 4.11. TIDE Material Processes 2017, Photo: Louise Morris 
 
 
Figure 4.12. TIDE Material Processes 2017, Photo: Louise Morris 
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Figure 4.13. TIDE Material Processes 2017, Photo: Louise Morris 
 
 
 
Figure 4.14. TIDE Material Processes 2017, Photo: Louise Morris 
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I was then able to use photographs of these mud markers to analyse their positioning 
in relation to my tracing practices (figure 4.15) which fed into decisions about the 
potential positioning and design of installed objects on the site. The muddied cloths 
were eventually transformed into the muddied buoys which marked each installation 
location within the final instalment (figure 4.16).  
 
 
Figure 4.15 TIDE Material Processes: Dropping muddy cloth on site 
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Figure 4.16 Area 4: TIDE Installation no. 1, Photo: Matthew Scott 
 
Vibrant materials as amplifiers on the field 
Alongside the cartography of traced pathways and material processes regarding 
affective impressions and impulses, I determined that attention to hotspots on the 
affective field might be activated and distilled through the installation of affective 
markers, or a relational set of objects that might speak through their materiality. The 
sculptural and landscape practices of Antony Gormley became an important reference 
point. For me, the manner in which his work asks us to look again at the elemental 
world, opens the temporal and spatial relationship of human to material propositions. 
‘Another Place’ (1997), features 100 life size iron figures spread over 3km of shore and 
over 1km out to sea, now permanently sited at Crosby beach, UK.  Gormley describes 
the work:  
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The pieces appear and disappear…but maybe more importantly – they 
create a field, a field that involves living and the surrogate bodies in a kind of 
relation, a relation with each other and a relation with that limit, the edge, the 
horizon.215 
I was fascinated by these material presences that ask us to reflect on our place in the 
present environment as well as to look collectively beyond the limit of our own bodies 
and the horizon.216 As a result, I began to wonder what may be revealed and generated 
on the site by using an old boat deconstructed into a series of non-human forms, 
activating the material presence of ‘thing power’217 in the landscape.  
I began to experiment with the boat and its deconstructed parts as material markers to 
orient visitors within, and to the affective field which might lead them to parts of the site 
I had identified for them to experience the installations alone (in solitude) and together 
with others.  
The markers would need to be carefully placed on site in order to amplify and draw 
attention to particular points; the layers of past events that I determined from the 
research processes described above to be particularly intense. The installation 
experience needed to set up structures and pathways to modulate the visitors’ voices, 
allowing their encounter to reflect off the material surfaces and bounce back. The 
conditions would need to be devised to allow a set of affective connections to emerge 
and resonate through the material receptors of the visitors themselves.  
The old wooden boat became the core source of action and interaction for the 
installation, or to use Bruno Latour’s term, the main actant218 in the design process. 
The boat became neither subject nor object in a representative sense, but an actor, a 
collaborator in my process. This latter design phase can often be a difficult stage for 
                                            
215 A. Gormley, Sculpted space, within and without, TED Global, June 2012, 
<https://www.ted.com/talks/antony_gormley_sculpted_space_within_and_without> accessed 20 
February 2017. 
216 See also A. Gormley, who states: ‘I think human memory is part of place, and place a dimension of 
memory’ in Inside Australia, Lake Ballard, WA, 2002-2003,    
<http://www.antonygormley.com/projects/item-view/id/248> accessed 20 February 2017.  
217 Bennett, 2010, loc. cit.  
218 B. Latour, ‘On actor-network theory: A few clarifications’, Soziale Welt, no. 47, 1996, pp. 369-381< 
http://www.jstor.org/stable/40878163 > accessed 18 August 2017. In this essay, Latour clarifies that 
actor-network-theory or ANT does not limit itself to individual human actors but ‘extends the word actor 
– or actant – to non-human, non-individual entities’ p. 369. Italics in original.  
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artists to discuss and define verbally, because it feels as though ‘something else’, 
beyond one’s conscious control takes over.  
While difficult to pin down, it is crucial to attempt to articulate these intuitive processes. 
One way of considering this tacit knowing in regards to the assemblage of materials 
within installation practice, might be as Bennett (after Deleuze) describes; the materials 
as: ‘An operator…that which by virtue of its particular location in an assemblage and 
the fortuity of being in the right place at the right time, makes the difference, makes 
things happen, becomes a decisive force catalyzing an event.’219 This animated and 
somewhat enchanted materialism, this ‘thing-power’, where the objects or materials 
become catalysts in an event is useful in understanding how materials act as 
collaborators in a making process. Attention to material agency via immersing oneself 
amongst their suggestions can resurface new possibilities. It certainly appears, upon 
reflection, that the boat, in an intricate dance with the vital materialities of mud and 
rope, began to drive the final creation of the installation.  
Dividing the boat into three sections suggested other possibilities as I stripped the 
interior and laid its collapsed pieces on the ground. The name of the installed work, 
TIDE was suggested by this action, the relationship of the scattered wooden debris 
surrounding me. I conducted further material processes that engaged with what 
Bennett might describe as a: ‘Liveliness intrinsic to the materiality of the thing formally 
known as object’.220 The materials with which I was working are formally known as an 
object because when the object takes up a positon in a larger relational network of 
meaning and affect, it loses it fixed qualities and participates, just as the visitors will, in 
a yet-to-be understood relationality. I played with the positioning of the pieces (standing 
them up, laying them down, leaning them at various angles) to determine the manner 
in which my bodily interaction with the materiality of the boat pieces aroused different 
affective experiences. The concave shape of the boat when standing upright, 
suggested an acoustic radar that could capture and amplify both sound and 
atmosphere. Given the size and weight of the three main pieces of the boat, I was not 
able to experiment with the pieces on location; so I constructed a scale model to enable 
                                            
219 Bennett, 2010, op. cit., p. 9.  
220 Bennett, 2010, op. cit., xiv.  
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trial and error simulations regarding a variety of object positioning’s, as well as utilising 
an off-site location for material investigations or rehearsals.221  
Giving myself over to the living materiality of the boat and the agentic capacity of its 
suggestions (such as the frayed rope) in combination with the unifying principle of mud 
from the site, I began to reassemble a collective devising process. I had passed 
through the battle phase, to make my ideas emerge from amongst the noise of the 
other energies assembled, allowing me to dissolve into the connections with 
materiality. Each new interaction revealed details that had previously gone unnoticed, 
becoming the catalyst for the final installation design.  
Having come from a strong practice of having listened deeply to a community of people 
and their stories in a landscape (Anthology), this research developed as a result of that 
listening process, which now involved listening to the materiality of this discarded boat 
with the care and attention I would give my human collaborators. The texture of the 
wood, resembled the fragile, peeling bark of a living tree. The rusted nails that I decided 
to not discard but to collect in a bucket and leave out in the rain. The piece of frayed 
rope that once supported an anchor, suggesting and communicating its potential 
transmittable power as a tangled collection of human veins. The meterage of marine 
rope submerged for weeks into my muddy vegetable garden.222 
In these material rehearsals, a new form of artistic labour was required in the intensive 
activities demanded by myself and my non-human actors. The intensive and time-
consuming labour involved in repeatedly unthreading white marine rope until it began 
to resemble a new vein-like, pliable material substance I could utilise within the Royal 
Park installation, (arguably the most intensive place on the affective field, the murder 
site) became a meditative and ritualised series of processes (figure 4.17). I needed to 
create a vast quantity of this newly discovered, unthreaded materiality to ensure I could 
layer multiple threads of the past into the affect network of the site.  
This very specific way of materialising a new form from past substances was performed 
continuously on and off site over a number of weeks. As well as working on the threads 
                                            
221 See Appendix 2C: TIDE Material Processes and Appendix 2D: TIDE Models 
222 See Appendix 2C: TIDE Material Processes 
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in my home studio, I would make time, to just sit at the ‘murder’ site in Royal Park and 
unthread the rope, over and over and over again. At times for hours. It was difficult to 
not to begin to consider this labour and practice of unthreading in the site and in that 
place as a practice and labour, as a kind of trauma release. Unthreading over and over, 
the rope was a felt-body as well as an act of unthreading the affective accumulation of 
trauma (Hoskins being strangled). As such the rope began to communicate the 
promise; a final release from this suffocating affective atmosphere. A literal unravelling 
of the material past, listening to a past trauma transmogrified not as wounded tree223 
but as unravelled rope (figure 4.18).   
A witnessing beyond the self-demands that, through live action, the unthreading and 
witnessing in-situ constitutes a redesigning and remaking of the dominant, traumatic 
affective field (e.g. the strongest affect that characterises a place). Making perceptible 
is the beginning of remembering, recollecting and constructing the conditions for 
further action. It requires nuance and subtly. To invite witnessing requires a material 
touchstone that opens up awareness to the transactive and brings together the 
complex, relational understandings of how we might unmake or remake something 
together.  
 
                                            
223 Caruth, 1996, loc. cit.  
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Figure 4.17. Unthreading: TIDE Material Processes, Photo: Louise Morris 
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Figure 4.18 She Stopped Singing: TIDE Installation no. 6. Photo: Matthew Scott 
 
The labor-intensive, luminescent and affective installation practices of Chiharu Shiota’s 
‘After the Dream’ (2016),224 Wolfgang Laib’s ‘Pollen from Hazelnut’ (2013),225 and 
Sachiko Abe’s ‘Cut Papers’ (2010),226 indicate the range of installation practices that 
profoundly redesign a chosen material and, in turn, transform site-specific affective 
field through intimate, intensive, time-consuming and laborious engagement. 
Upon reflection, I now assert that intensive material collaborations shift the impulse to 
anthropomorphise non-human materials to allow the unknown spirit of a place to re-
enter the site through the forgotten spaces of our making. In this way, we may reopen 
a long-neglected zone of witnessing and collaboration that exposes sites of intense 
affect. Such practices gesture towards an ecology of non-human and human beings 
remembering a way to move and communicate together, within an affective field on a 
                                            
224 C. Shiota, After the Dream, 2016, <http://www.chiharu-shiota.com > accessed 24 August 2015. 
225 W. Laib, Pollen from Hazelnut, 2013, <https://www.youtube.com/watch?v=e-_92MYcANk> accessed 
16 February 2017.  
226 S. Abe, Cut Papers, 2010, <http://www.biennial.com/2010/exhibition/artists/sachiko-abe> accessed 
19 September 2014 
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chosen site. Such grand, laborious, and ultimately ‘affecting’ gestures might just be 
one forgotten key to the social sacred.  
Indigenous Business: Stones to Hand 
A cultural consultation regarding my use of the Royal Park grass circle for the project 
was arranged with Senior Elder, Aunty Doreen Garvey-Wandin and Elders Aunty Gail 
Smith and Aunty Julianne Axford at the Wurundjeri Tribe Land Compensation and 
Cultural Heritage Council. The core purpose of the consultation was to request 
permission from the Wurundjeri Elders to develop and install TIDE on part of the Kulin 
Nations Country. I was initially nervous about the meeting, uncertain of what they would 
make of my proposition to bring the boat and install it in the landscape. They were 
incredibly welcoming and interested in the research project and Auntie Doreen 
expressed appreciation for the respect I had shown in requesting their permission, 
which was very important. Later in the conversation, when I told them I was heading 
to the park after the meeting, the Aunties told me that the old spirits would probably be 
excited and enlivened by my artistic presence on the site. They laughed together and 
told me: ‘They are going to come back chattering’. As permission was given, we shook 
hands and I returned Royal Park. I recall feeling enlivened by the warmth of the 
encounter and noted a distinct shift in my level of discomfort in the landscape. In 
requesting and receiving permission from the Elders, and listening to their responses 
regarding the land, the park appeared less unheimlich, and I was comforted by the 
idea of ancient laughter and chattering on the wind.  
I was not working in collaboration with an Indigenous artist on the site for TIDE, but 
nevertheless, it was vital to me to ensure the powerful Indigenous connection to the 
place was in some way respectfully communicated through the work. The notes written 
in-situ following my meeting with Elders reveal both the restorative and the generative 
capacities of material intra-actions.  
Field Notes: March 2017 
I return to the Burke and Wills cairn and spend some time just sitting there, 
quietly reflecting upon my heritage as a white settler and the intergenerational 
effects of invasion and colonisation that are imprinted across this ancient 
country. My attention slowly shifts from the stone cairn, to an enormous tree 
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nearby. The tree is spectacular and appears to glow in the afternoon light. I have 
noticed this luminosity in nature once before, a long time ago, in a profound 
state of grief. It has been a long while since I have noticed such shimmering. 
There are very few trees of this size and age left in the park and as I move 
closer, the tree seems to transmit its own instruction to me. I perform a small 
gesture. I pick up a stone and as I place it on the ground beneath the tree, I find 
myself whispering, ‘sorry’.  
 
 
Figure 4.19. White Stone Cairn: TIDE Installation no. 10, Photo: Louise Morris 
 
TIDE, the final instalment  
The affective markers placed on and around the Royal Park circle for one day on the 
22nd April 2017 were the final culmination of the practice led research practices and 
processes of the PhD project.227 Participants were provided with a map (figure 4.20) 
                                            
227 For TIDE designs and a photographic catalogue of the installation outcomes please refer to appendix 
2E: TIDE Final designs and 2F: TIDE Installation Photographs and Event Documentation.  
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of the park with each location indicated as well as some historical information regarding 
the site.  
 
Figure 4.20. Map of TIDE Installations 2017 
 
The design was intended to allow individuals to respond and interact with the 
installation journey in whatever manner they chose. The affective field is not a fixed 
structure, it is a movement of relational connections between intensive nodes, 
activated in ways specific to the visitors. A research design based upon materiality 
does not set out to package or provide a specific individual experience. The purpose 
of this project was to make perceptible the TIDE of affects and allow private responses 
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to develop, ebb and flow in relation to each person’s life and community. Where theme 
parks can promise a particular sensation, and set upon idea in relation to an activity, 
the work of art does not make such claims; it can only propose to be sensitive to the 
place, the people and the process. As always, seeing how this experience plays out, it 
was fascinating to observe the reactions and interactions with the TIDE installation 
from locals throughout the day.  
 
Figure 4.21. Area 2: TIDE Installation no. 5, Photo: Matthew Scott 
A number of individuals came across the installation in the early hours of the morning 
as we were setting up and they were walking their dogs or performing their morning 
exercise routine. They were very curious and inquired about what was occurring, with 
some relieved to hear that the safety vests they had seen on the circle were not council 
workers (the battle to save the circle from the East-West link development was still raw 
in their memory). A significant number of these people returned to the park throughout 
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the day, bringing family and friends along. In some encounters, the locals expressed 
they were pleased that the history and the significant stories of the park were being 
told. Others were surprised to discover aspects of the history of which they had been 
unaware. One person remarked, regarding the rope in installation number five that; ‘I 
walk past this tree every day and I will never see that tree that same way again’ (figure 
4.21). One lady, whom I had met walking her dog that morning, returned and spent 
almost the entire afternoon exploring the installation. She had been immerged for such 
a great deal of time engaged in her encounter, I was compelled to approach her as 
she left. She had been deeply moved by her experience and wrote a detailed response 
to the installation which she later sent to me.228  
 
Figure 4.22. Solo Viewing: TIDE Installation no. 3, Photo: Louise Morris 
 
                                            
228 See Appendix 2G A Local Residents Response to TIDE by Jennifer Wood 
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The TIDE installation on the Royal Park grasslands set up a number of markers in a 
very specific relationship that were designed to amplify and draw attention to areas 
where felt affects were particularly intense and given perceptible materiality. These are 
the real historical, traumatic and individual experiences and events that sit inside a pre-
individual field of affect that resonates in a place.  
In making the work in this way, that is to say, by allowing the site to speak for itself in 
TIDE, I embarked on a different trajectory and approach within creative practice. A 
different but necessary trajectory which stands in contrast to the method of re-enacting 
the past, as the initial work of the PhD, Anthology, had done. In TIDE, participants were 
left with themselves, with their own affective connections to the field. My artistic voice 
determined the placement of the markers and inflected the tone that amplified the 
affective resonances. Ultimately, it was the participants’ voices that hit the surfaces, 
kicked up the dust, and disturbed the terrains to resurface stories that bounced back 
to them in their own, private and affective communication with the artwork and the site.   
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CHAPTER 5  
Conclusion 
 
Falling together. The return of the social sacred 
The core question of this creative research has been concerned with interrogating how 
the artist makes a bridge to culture. This includes considering my personal choices as 
an individual artist, the role of artist and art in relation to the culture of communities and 
the human-non-human collective. Each of these aspects is entangled in the deep 
ecology in which affective fields are shaped and resonate. The ongoing and increasing 
complexity of interactions makes up what I have been describing as an ‘inspirited 
landscape’.  
Throughout this exegesis, I have proposed that the historical narratives, individual or 
psychological affects in a particular landscape cannot be separated from greater 
ecological relationships in intra-action through fields of intra-affectivity. I have 
accessed and trialed a distinct combination of the strategies and techniques of theatre, 
performance, visual arts, philosophy, ethnography, archaeology and history to make 
sense of the tangled stories and silenced histories that pile up as the inspirited surface 
on which we stand. If the affective field is viewed as a net of affective connections in 
this way, when we create trauma in one section of the net it will impact upon the whole. 
The Indigenous peoples of this country have long known this. It is ancient knowledge 
that a Western epistemological paradigm has, until very recently, been unwilling to 
value or acknowledge.  
‘The Great Australian Silence’, a phrase coined in W.E.H. Stanner’s 1968 Boyer 
lecture229 describes a ‘cult of forgetfulness practised on a national scale’ 230 in regards 
to the Indigenous history of this country. My use of T.S Elliot’s provocation; ‘…to arrive 
where we started and know the place for the first time’231 as a marker for the origin and 
processes of the research project, does appear, at a surface level, an over referenced 
                                            
229 W. E, H. Stanner, The Dreaming and other essays, Melbourne, Black Inc. Agenda 2009, pp182-193. 
230 ibid, p189. 
231 Elliot, loc. cit. 
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western poetic citation that erupts again and again across numerous discourses. This 
is due to the fact that hearing or repeating is not akin to listening. Elliot’s words, as so 
oft cited, signal a ‘missed’ moment.  
To arrive where we started does not mean we know the place. It does not mean we 
are rightfully home. To know the place for the first time does not signal an arrival as 
our right, rather, it is an arrival as rite. As passage. As becoming. In order to know the 
place (in this case an Australian ‘inspirited landscape’), we need to arrive where we 
started and un-know, un-ravel, and un-make, and in such intra-actions, begin the 
processes of deep listening.  
I began this exegesis by stating that the knowing of this ancient land (from a western 
perspective) cannot arise from re-appropriation and re-colonisation of Indigenous 
understandings, knowledges and spiritualties; it must come from the deep humility of 
not-yet-knowing.  
The discomforts of not-yet-knowing are opened up and examined in practice-led artistic 
research and raise a multitude of questions regarding Indigenous ways of knowing 
which may be explored further in post-doctoral research. The discomforts are used to 
question one’s own assumptions and maintain an honest and ethical relationship to 
people, land and materials at the forefront of the process. This modality embraces risk 
and deliberately leaps from ways of working that are known, into an engagement with 
practices that are unknown. The journey of this practice-led research through the site-
specific projects, as articulated in this exegesis, demonstrates the openings that are 
exposed through such leaps and subsequent examinations of the exposed chasm. My 
research has demanded a movement from a long-trusted modality of community 
exchange through theatrical re-enactment to a new modality incorporating installation 
strategies that weaves theoretical and practical considerations of trauma, affect and 
materiality. This movement from dramatic and explicit theatrical events to material and 
participatory performative engagements contributes to an inclusive set of practices that 
can inform a wide range of site-based artistic practices; theatre, installation and 
community engagement projects.  
The way in which the project describes and considers the relational phenomenon of 
an ‘inspirited landscape’ through a field of affects, the agency of matter and the 
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immanent processes of the social sacred that surround us, is the primary contribution 
of this PhD project. The creative practice has been working through modes of creative 
engagement designed to draw attention to and challenge the specific way in which 
historical affects imprint upon the social/cultural space and the affective field in a given 
site. The practices have revealed new potentialities in how we describe the 
accumulation and transmission of trauma and affect, not only in the human subject but 
in the environment in which we are enmeshed. By immersing oneself in attention to 
the historical traces and remains within a site, one engages in acts of resurfacing layers 
of the past. The modality of engagement of my practice within Anthology was 
concerned with locating and amplifying the spirit of the place by the co-mingling of past 
remnants and present materialities in the site through my installation practices.  
A complex collaborative project such as Anthology, sets up conditions of the social 
sacred that reveal the restorative capacities of ‘inspirited landscapes’ by gathering 
together people to participate in a weaving together of their stories of a particular place. 
This entails finding in the relationship one has with oneself, the land and others, a 
process through which one can attune to the histories embedded in public sites – the 
social sacred. I have argued and demonstrated the way in which ‘falling apart’ can 
become ‘falling together’ and into this collective action, modes of existence informed 
by art practices can be co-produced. From this approach, diverse communities can 
find their way out of the ruins. The modes and methods I have selected (immersion, 
resurfacing and materialising) operate as guiding principles for ethical action, as ways 
of connection, as values for decision making and as steps in a process of creative 
practice. 
TIDE opened up new possibilities of exchange and collaboration in my practice through 
attention to how one engages with non-human others, the materiality of wood, rope, 
mud and stone. The resurfacing that occurred throughout TIDE certainly demanded an 
attention to the remains of the past but the significant learning that has occurred 
through the practice is actually about the generative capacity that acts of re-making 
reveal within an ‘inspirited landscape’.  
In weaving together our experiences of place, slit weaving is a practice that deliberately 
leaves holes in a fabric to keep it strong. In honing my attention upon the areas of 
traumatic accumulation on the Royal Park site, or the tears in the affective field such 
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as the murder site of Gladys Hoskins or the muddy barracks of Camp Pell, I was able 
to see how these tears may become openings from which we can see other 
perspectives. Rather than approaching the tapestry of the affective field, the land and 
the community with a view to restorative repair, or a patching up of the holes, I enacted 
a process of un-making in order to make the holes in the field more perceptible. This 
was done through an intimate engagement with found materials, the unravelling of 
rope, the dismantling of a boat, the smearing of mud upon cloth. These activities of un-
making upon a site brought my accumulated understanding of the traumatic affects of 
the Royal Park landscape into a communion and collaboration with these non-human 
others.  
In the act of bringing these repurposed materials to the site, I set up the conditions of 
a new encounter the moment these materials landed on site. In this encounter, the 
accumulated affective capacities of the Royal Park site met the affective capacities of 
these resurfaced materials. Placing the materials where I had determined there were 
scars in the field, exposed the generative capacity of the intra-affectivity that occurred 
as a result of this practice. A new layer was traced upon the palimpsest of the site and 
through my practice, gaps were exposed in the intra-action of becoming, strengthening 
the fabric of the place.232 An evocation of the social sacred, a falling together of the 
human and non-human community.  
Rites create spaces for remembering, for listening and witness, for encounter and 
exchange, they create the sacred places of working through together, the places of 
intra-action and intra-affectivity that usher in our return, our fall into place. The sacred, 
as manifest performative rite, as communion within an ecology of intertwined living 
materialities is long overdue in its cyclical return and sadly, desperately urgent.  
The active construction of a social sacred, as something immanent and at the core of 
our connection to ‘others’ has been an issue to which I have returned throughout my 
life and within this project. It underpins my artistic inquiry and can help facilitate the 
coming together of human and nonhuman. Beyond the constraints of what we consider 
ourselves to be, such comings together are what I now describe as the conditions of 
                                            
232 These actions are could be seen as an embodiment of the weavers in Greek mythology, of Lachesis, 
weaving the fate, the potentialities of different futures from the threads of the present. 
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the social sacred. The artistic practices at the center of the Anthology and TIDE, 
projects worked together to demonstrate how two uniquely different yet geographically 
specific parklands reflect, embody and emit the Australian cultural memory.  
This persistence of terra nullius, the condition of cultural amnesia, is precisely the 
reason artistic engagements of this kind materially engage with the living histories of a 
site. The goal has been to set up the conditions to experience a site and its history 
through the intra-activity of its vibrant materiality. This invites a community of residents, 
passers-by and communities involved in the past and present histories of a place to 
participate in the encounter. To come together, to experience and open dialogue and 
intra-action with those who also feel the deep ecology of place.  
Contribution: An ecology of artistic practices  
It has been almost 50 years since Gregory Bateson articulated his theory of mind in 
relation to an interconnected ecological system:  
The individual mind is immanent but not only in the body. It is immanent also 
in pathways and messages outside the body; and there is a larger Mind of 
which the individual mind is only a sub-system. This larger Mind is 
comparable to God and is perhaps what some people mean by ‘God’, but it 
is still immanent in the total interconnected social system and planetary 
ecology…What I am saying expands minds outwards…a certain humility 
becomes appropriate, tempered by the dignity or joy of being part of 
something much bigger. 233  
The issue of how we, as an Australian culture might begin to repair the damaged mesh 
of the deep ecology cannot be solved by a single person or inquiry. Practical-led 
research allows the researcher to move from first-person participant and producer of 
culture to third-person position of interpreter, analyst, observer and witness. This is a 
crucial process necessary to understand the position we occupy in the midst of system-
collapse and environmental crisis. The contributions that a creative project, and this 
project in particular makes, is evident through its research modalities which include 
speaking into this space and identifying a creative model for engaging, exploring and 
most importantly, listening to what has been forgotten, ignored or silenced.  
                                            
233 G. Bateson, (1970) as quoted in N. G. Charlton, Understanding Gregory Bateson: mind, beauty, and 
the sacred earth, Albany: State University of New York Press, 2008. 
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The contribution that this research project makes must be understood as a process of 
moving from ‘ecology of mind’ to an ‘ecology of practices’;234 from the strategies of the 
global art community to the encounters and local connection in-situ. The way into the 
ecology of practice for an artist is through the production of experience, and the 
emphasis on experience as the way to set up the conditions to understand ideas, 
concepts and histories.  
This project has begun to define and describe a series of processes and practices that 
make conscious and readable, the barely perceptible registers of the accumulation and 
transmission of affect within specific Australian sites. The modalities for working within 
an affective field – through practices of walking, tracing and re-tracing, making and 
remaking evident in TIDE – have revealed how the material markings and traces of 
past events evoke subconscious re-performances in the human subject through our 
affective response. This is the movement towards ‘inspirited landscape’. Our way of 
being in the world, our courses of action, are shaped by the intensities of affect that 
exist around and beyond us.  
The implications of this project for a community of practitioners and the wider 
community, is wrapped up in the social practices and the ethical engagements that an 
arts practice/practice-led research opens up. How artists become aware of, and 
participate in such conditions, has been the question that drives this inquiry and will 
continue to drive my practice in the years to come. This contributes to a community of 
practitioners, visual artists, theatre makers, historians, landscape architects and the 
peoples engaged in important acts of community engagement through their practices. 
They are drawn, as I have been, to the affective charge of a place that has been 
opened up, and uncovered to produce unique experiences and invite participation 
within an ever-unfolding ecology of artistic practices.  
Such practices that engage within material investigations of affective intensities also 
point to something else of vital importance. As we make our re-performances of these 
traces conscious through artistic practice, we also, through the very processes of 
being, listening and making in situ, alter an existing affective field. In this way, we open 
                                            
234 See I, Stengers, ‘Introductory notes on an ecology of practices’, Cultural Studies Review, vol. 11, no. 
1, 2013, pp. 183-196. Stengers essay and conception of an ecology of practices has had a huge impact 
across a range of disciplines.  
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the door to refiguring habitual behaviours and ways of being in relation to both human 
and nonhuman others. The past cannot be changed but it can be accessed in myriad 
ways to enrich and enliven the full story, the fullness of the story which opens our 
understandings of new courses of action and means to invent new ways of knowing.  
My contribution is a small part of a relational ecology of practices where artists are 
entering into communion with the communities, sites and places of importance to them. 
My works resonate with those of others in this field of work, this affective field of 
relationships,235 and indicate the perceptible shift required within and through a 
community of performative and visual arts practitioners to begin to address common 
concerns. These potential shifts demonstrate that when people work beyond their 
assumptions of individual agency, beyond representationalism, beyond their own 
bodies, they become able to interrogate the lasting affects and imprints of human 
histories and the traumatic past and move into what I now call sacred ecologies. These 
are the intra-actions and subsequent intra-affectivities within which we can re-engage 
and witness when we walk softly and with a renewed reverence upon this ancient land.   
We are responsible for the making of new marks that inevitably form the traces of an 
archaeology of the recent past, evidenced as new layers on the palimpsest of the 
places we inhabit. In doing so, we provide the conditions for new experiences of the 
sacred in an intimate, emplaced relations that become the ecology of the land and its 
communities. The new set of relations comes into existence when an affective field is 
generated. When we come together as bodies, the vitality of the social sacred, the 
immanent matter-energy generated when we fall together into place, and we are 
reminded that the whole is indeed greater than the sum of its parts.  
In acknowledging the agency and the liveliness of all matter, the imprints they hold, 
and the affective fields in which they operate – the spirit of this country may become 
perceptible in places and in ways previously forgotten, in ways that have been ‘missed’. 
                                            
235 In What Lies Buried Rises (2015), curator Dianne Jones and artist, Della – a Balladong Noongar 
woman – and media artist and filmmaker Genevieve Grieves unearthed the past affects of violent 
histories. From this action, a truth telling materialised within the context of their respective Country/s. 
Zoë Scoglio’s Where bodies come to rest (Flightlines 2017), constructed a walk beside a landscape of 
mounds of human waste in ritualised, communal rhythms and patterns, asking that we reflect upon our 
collective of human bodies as themselves geographical. 
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In the act of returning, retracing and remaking, we foster deeper connections between 
the sacred and the social. As we share these knowledges, about each other and the 
places of importance to us within the vast interrelated ecology to which we belong, we 
shift the affective field by our making and listening, in turn shifting what is knowable 
and therefore possible.  
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TIDE Early Design Phase: Boat carrying and burning with ritual pathway 2016 
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Mapping and Tracing: Recording walking pathways 2017 
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Mapping and Tracing: Recording walking pathways 2017 
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Mapping and Tracing: Recording walking pathways 2017 
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Mapping and Tracing: Recording walking pathways 2017 
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TIDE Material Processes 
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TIDE Material processes: The Wooden Boat 2017  
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TIDE Material Processes: Stripping the Boat 2017  
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TIDE Material Processes: Stripping the Boat 2017 
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TIDE Material Processes: Rope 2017 
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TIDE Material Processes: Dropping muddy cloth 2017  
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TIDE Material Processes: Muddy Buoys 2017 
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Installation no. 1 ‘Area 4’ TIDE 2017 
Photo credit: Matthew Scott 
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Installation no. 2 ‘Mud’ TIDE 2017 
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Installation no. 2 ‘Mud’ TIDE 2017 
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Installation no. 3 ‘Solo Viewing’ TIDE 2017  
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Installation no. 3 ‘Solo Viewing’ TIDE 2017  
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Installation no. 4 ‘Acoustic Radar’ TIDE 2017 
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‘Centre Mast’ TIDE 2017 
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Installation no. 5 ‘Area 2’ TIDE 2017 
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Installation no. 6 ‘She Stopped Singing’ TIDE 2017 
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Installation no. 6 ‘She Stopped Singing’ TIDE 2017 
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Installation no. 7 ‘First Port of Call’ TIDE 2017 
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Installation no. 7 ‘First Port of Call’ TIDE 2017 
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Installation no. 7 ‘First Port of Call’ TIDE 2017 
Photo: Matthew Scott 
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Installation no. 8 ‘Ground Zero’ TIDE 2017 
Photo: Matthew Scott 
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Installation no. 8 ‘Ground Zero’ TIDE 2017 
Photo credit: Louise Morris 
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Installation no. 9 ‘Bourke and Wills Cairn’ TIDE 2017 
Photo credit: Louise Morris 
242  
 
Installation no. 10 ‘White Stone Cairn’ TIDE 2017 
Photo: Louise Morris 
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TIDE Event Documentation: Historical information given to participants 
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TIDE Event Documentation: Historical information given to participants 
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APPENDIX 2G 
A Local Residents Response to TIDE by Jennifer Wood 
I walk my dog in this park every day- I have my own history here- I have heard stories 
of how this park was used during the war but not identified which one.   Just reading it 
was WW1 and WW2 was a surprise. When I walked past the stretchers I decided to 
walk past them all. Staring at the grass then the stretchers I started to feel the numbers 
- to see the wounded on these hard bench like structures- these past lives in a line- it 
helped me to feel the real lives of people who had been here who were off to war and 
may come wounded in mind and body, and stretched back.  What struck me too was 
how hard and plain and minimal these stretches were. By having them laid out so far 
apart I filled in the gaps with people, so many people.  
The dress in the tree was slightly eerie. It made me think of hanging-ghosts. The mud-
soaked bottom skirt of a soft flowing white dress creating a sharp and tangible contrast.   
It was like a woman's attempt to hang out her washing and have no chance of 
succeeding with being clean or finding water to cook.  The four mud filled buckets sit 
below like the foundations of ones home, the surrounds, the feel and smell of one’s 
existence.   The description of how basic the accommodation was for so many people 
was more powerfully brought to life.  Mud is such a strong thing, it’s where too many 
people walk, no footpaths, it holds you, it slows you down, it’s a place where plants 
can’t take a hold, it’s a metaphor for life being stuck and stymied.   
In contrast the stories of the children finding happiness and contentment in the streets 
seemed real.  For what is mud but happiness and playfulness! 
Royal Park became the home of the brawling of families, I learnt.    What sparked my 
imagination was the confronting revelation that this was where Melbourne’s underbelly 
started.   Then the coda to the story was that the government of the day decided to rid 
the landscape of the poverty and people when the Queen came and the Olympics 
occurred, pushing people to the edge, supporting criminality.  Now generations pay, in 
taxes, in police, with criminality and murders wrapped up and told in telly mythology.   
The tactility of weathered boats is truly beautiful- the wood with its layered paint- once 
new - the gaps and holes – it yells time and history! I love the look!  When I walk this 
park it is always around 'the circle path' but in my brain there is a central point- the top, 
right here where I occasionally wander but due to the dog rules are discouraged from 
doing so.    I liked the boat because it connected me to the bay, that these days you 
can’t see. 
 To find a boat in the centre of the circle and to learn that this is the spot that this 
treasured park was made was delightful.  So, La Trobe was the man who made this 
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decision- (from a man in my head that looks like Lord Nelson)  I now have a personal 
relationship with a man who decided so long ago to preserve this land, this land that 
feels precious to me- this park.  In the past ten years the gardeners have planted tiny 
remnants of original grass and vegetation.    I am jealous of those early times because 
to see them, would have been to see stunning vegetation- and I am a very jealous of 
La Trobe.   
In my head La Trobe will now stand in the centre of this park- and leave directly across 
the skyscrapers to a sailing ship, no longer a street sign in the city!.  
In situ history- walking through the park to things that existed or might exist is very 
contemplative.  I came across the last third of the boat and the East -West link was 
mentioned.  During the time that this development was threatened I experienced 
sadness and pain, imagined noises I didn't want to hear, holes in ground and the roar 
of traffic.   
Today by wandering around from installation to installation, down odd paths that may 
not be paths, listening to the crickets, discovering a small dead mouse, wondering how 
it died as it is full with only bloodied paws- it makes me think of the aborigines who 
lived here- how contentment can be found - how modern demands for trucks and 
transport can overrule - may still overrule in the future in a park so full of quiet history.  
Murder!  
I have walked this park for twenty years and never known this - this white string is the 
ghost of this poor woman- is the tangled frenetic scream for life as she was murdered.  
Even today with the lack of lights, there is a slight wariness being in this park. I 
imagined that the enforced brown out would have been a powerful transition from day 
to night- from relative safety to risk in an overcrowded and volatile camp - his psychosis 
too.  If history repeats itself- when Jeff Kennett closed the mental health institutions 
and many ex-patients came to Royal Park to live.  I was trapped in the toilets for a 
short while by a small old lady wielding her stick as the toilets had become her home 
unbeknownst to me. 
no 5 
This is particularly beautiful- aboriginal- geographical, ship like installation -I love the 
look of the rope on the earth and reaches up to the tree. I have long loved this tree and 
bench but somehow this installation makes it complete.  The rope on the ground feeling 
like geographical contour lines whose marine reference expands to the sea and land 
and a time of exploration.  It’s a contemplative place enhanced by this installation. 
Looking through the telescope reminds me of the fact that someone decided to walk 
or travel in one direction or another- may sound arrogant but I always thought it a bit 
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twee or religious walking in someone's footsteps- mmm but walking to a monument- 
thinking about the fact that Bourke and Wills made a decision to walk in a direction for 
whatever reason does let me see what a momentous thing these forebears did- when 
all I am doing is walking 100 meters or more- 
What a sense of openness and unknowing our first settlers had- 15000 people shows 
how exciting the expedition of Bourke and Wills must have been- for all the times I 
have passed this monument I have not looked at it.  I wonder who designed it- it's so 
'plonked’ here- granite and concrete.  What era? What sensibility drove this design? 
It's a rudimentary oversized traveller’s cairn- to be honest, pretty ugly.     
Nevertheless, it was fun finally stopping to look at the explanation next to the 
monument.  I was surprised to discover in the picture of Bourke and Wills that   there 
were Arabic camel handlers with them. I suppose it’s logical, but I wouldn’t have 
thought of that.  It gives an explanation to the millions of camels in the red centre of 
OZ now, probably descendants of these camels. 
On reflexion… 
 I wandered around the exhibition with the white stone given to me from the beginning.  
It has been in my pocket.  It is like a worry bead, inherently smooth and comforting.   
It’s presence also pained me at first, as I had previously learnt that river rocks similar 
to this had come from rivers in China, collected by peasants and now the rivers are 
being eroded away and causing floods onto peasants fields.  Yet another Western 
vanity turning poor peoples lives into misery and reeking havoc on a once beautiful 
and balanced environment.  
 So, on traversing to the last installation, after taking a dislike to the Bourke and Wills 
Cairn, to discover the white pile of these stones beneath such a beautiful tree, my 
aesthetic self sighed with relief.  I really loved it.    
I have walked past these trees many times and I know about a meters growth in the 
width of the trunk represents about 100 years growth.  So this tree is three to four 
hundred years old.  Its shredded red-orange-ochre bark is beautifully dropped and 
strewn across the ground.   
I particularly liked this piece because the white painted lines across the red bark felt 
like a beautiful tribute and remembrance of the first Nation People, who lived here.  
Each white stone somehow a memorial of the individual spirit and spirits of the people.  
The white lines reminded me of the white lines drawn across aborigine’s chests in 
corroboree or of of story lines and walkabout.  This piece reminds me of the thousands 
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of years where the land lived in harmony with the aborigines and they with it. (oh yes, 
and given my education from aborigines in Arnhem land, a tough and rigorous life too).  
What was nice about putting my stone on the cairn was that it marked the beginning 
and end of this exhibition and my travelling in time with it.  In my imagination, we have 
shared this place and this place has shared itself with so many of “us” over so many 
years.  In my mind, we all stand together here now.    
I reflected on my relationship to the word “history”.  I was of the era when at school 
history represented insufferable dry paragraphs of who conquered who, in what battle 
and for how long.  I have since learnt to appreciate it.  
This exhibition has fired my imagination and by doing so I have learnt and experienced 
a lot about a place I love. 
Thanks!           
Jennifer  
 
